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FOREWORD 


The  author  would  suggest  to  teachers  using  his  “New  Fundamental  Method”  that  the  pupil,  upon 
reaching  the  scale-studies  in  the  Fundamental  Method,  be  started  in  the  Syllabus,  beginning  with  exercise 
one  following  the  text.  At  the  same  time,  and  during  the  study  of  the  First  Grade  of  this  work,  the  various 
little  pieces  in  the  Method,  beginning  with  “  Merry  Children  at  Play,”  may  be  taken  up. 

The  text  in  this  work,  and  the  exercises  connected  with  the  same,  are  for  gradual  study,  and  should  not 
be  hurried  over.  The  study  of  the  text  should  begin  with  the  first  exercise,  and  continue  until  the  pupil  is 
thoroughly  acquainted  with  the  subject  matter.  Each  teacher  should  try  to  present  the  material  to  the  pu¬ 
pil  in  as  interesting  a  manner  as  possible.  The  author  does  not  wish  to  take  the  place  of  the  teacher  in 
this  respect.  To  present  the  matter  attractively,  according  to  the  individual  understanding  of  the  pupil, 
brings  out  the  real  teaching  qualities  in  the  teacher. 

The  staccato-touches  and  the  chord-progressions  should  not  be  studied  until  the  pupil  indicates  by  his 
work  that  he  is  ready  for  the  same.  Scales  should  be  taken  up  in  the  order  of  the  introduction  of  the 
“  keys,”  and  should  be  played  in  various  rhythms.  Broken  triad-chords  and  full  chords  should  be  taken  up 
early.  These  should  be  followed  by  the  arpeggios.  Small  hands  should  be  started  on  the  diminished-chord 
arpeggio. 

ALBERT  LOCKE  NORRIS 

Northampton,  Mass.,  Autumn,  1916. 
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SECTION  A 

THE  TETRACHORD 

The  Importance  ol  the  Tetrachord  in  the  Formation  of  Major  Scales 

The  teacher  is  referred  to  the  Foreword. 

The  word  Tetrachord  ( from  the  Greek )  means  four-tone. 

A  tetrachord  consists  of  four  scale  tones  in  the  order  of  tone,  tone,  semi-tone,  as :  C,  D ,  E ,  F. 
A  Major  Scale  is  made  up  of  two  tetrachords  of  exactly  similar  construction. 

Upper  Tetrachord 
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Lower  Tetrachord 


The  upper  tetrachord  may  become  the  lower  tetrachord  of  a  new  scale  without  any  chromatical  change, 
but  the  new  tetrachord  will  necessitate  the  use  of  an  accidental  (sharp)  in  order  that  the  semi-tone  may 
occur  in  the  right  place.  In  this  way  the  sharp  scales  are  formed. 

New  Tetrachord 
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The  lower  tetrachord  may  become  the  upper  tetrachord  of  a  new  scale  without  any  chromatical  change, 
•  but  the  new  tetrachord  will  necessitate  the  use  of  an  accidental  (flat)  in  order  that  the  semi-tone  may  occur 
r  in  the  right  place.  In  this  way  the  flat  scales  are  formed. 
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New  Tetrachord 

Either  tetrachord,  then,  may  be  taken  to  form  a  new  scale.  The  upper  one  to  form  a  new  scale  in 
which  the  accidental  will  be  a  sharp,  and  the  lower  one  to  form  a  new  scale  in  which  the  accidental  will  be 
a  flat. 

The  accidentals  as  they  occur,  are  placed  immediately  after  the  Clef-signature.  This  arrangement  of 
grouping  the  sharps  or  flats  at  the  beginning  of  the  staff,  is  called  the  Key-signature.  They  show  that  cer¬ 
tain  notes  throughout  the  piano-keyboard  are  to  be  played  sharp  or  flat  in  the  whole  exercise  or  piece,  unless 
some  accidental  is  used  which  for  a  moment  offsets  them. 


B.  M.  Co.  5ii63A 


f\  4409 


2 


To  play  a  scale  correctly  we  must  learn  the  names  of  the  letters  (notes)  to  be  raised  or  lowered  by 
examining  the  Key-signature,  remembering  to  use  them  throughout  the  scale,  and  in  all  the  octaves. 

The  following  table  gives  the  Key-signatures  of  the  first  five  sharp  and  flat  keys.  It  will  be  observed 
that  a  new  sharp  key  j.s  formed  on  each  successive  interval  of  a  fifth;  while  the  flat  keys  are  formed  on  each 
successive  interval  of  a  fourth  from  C, — the  Normal  or  Natural  Key. 


Natural  or 


Note  :  The  teacher  should  illustrate  at  the  piano  how  the  scales  are  formed  and  the  necessity  of  the  raised  or  lowered  note  to  follow  a.  cer¬ 
tain  model. 

Table  of  Signatures  of  All  the  Major  Keys 


Sharp  Keys 

1.  (Z-major  has  one  sharp,  /ft 

2.  D-major  has  two  sharps,  /ML 

3.  A -major  has  three  sharps, /Jf,  ,4  s# 

4.  JS'-major  has  four  sharps, /$,  eft,  gft,  dft 

5.  Zf -major  has  five  sharps,  /if.  4„4>  4>  4 

6.  E-s  harp-major  has  six  sharps,  /ft,  eft,  gft,  d  it.  4  4 

7.  C-sharp-m&jov  has  seven  sharps,  /#>  4  4>  d%  aif.  4  4 


Six  Sharps:  Key  of  F£ 


Six  Flats:  Key  of  G\> 
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Seven  Flats:  Key  of  Ci> 
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Flat  Keys 

1.  E-major  has  one  flat,  6b 

2.  B-flat- major  has  two  flats,  6  b,  eP 

3.  E-flat- major  has  three  flats,  6b,  eP,  a\ 7 

4.  A-jlat-n\&]or  has  four  flats,  6b,  eP,  ap,  dP 

5.  D-Jlat- major  has  five  flats,  6b,  eP,  ap,  d\>,  gP 

6.  G-flat- major  has  six  flats,  6b,  eP,  aP,  dp,  gp,  cp 

7.  C-jiat- major  has  seven  flats,  6b,  eP,  ap,  dp,  gp,  eP,fP 


There  are  seven  Major  Sharp  Keys,  and  seven  Major  Flat  Keys;  add  to  these  the  Key  of  (7-major,  and 
we  find  fifteen  Major  Keys,  As  we  have  a  Relative  Minor  for  each  major  key,  we  find  in  all  thirty  Major 
and  Minor  Keys. 


QUESTIONS 


1.  What  is  the  meaning  of  the  word  Tetrachord  ? 

2.  What  is  the  order  of  the  four  tones? 

3.  How  many  tetrachords  make  up  a  scale  ? 

4.  Are  the  upper  and  lower  tetrachords  exactly 
similar  ? 

5.  Can  the  upper  tetrachord  become  the  lower 
tetrachord  of  a  new  scale  ? 

6.  What  kind  of  accidental  will  be  used  in  the 
new  tetrachord  ? 

7.  What  kind  of  a  scale  will  thus  be  formed? 

8.  Can  the  lower  tetrachord  be  used  as  the  upper 
tetrachord  of  a  new  scale  ? 


9.  What  kind  of  accidental  will  be  used  in  the 
new  tetrachord  ? 

10.  What  kind  of  a  scale  will  thus  be  formed  ? 

11.  When  the  sharps  or  flats  are  grouped  at  the 
beginning  of  the  staff,  what  do  they  represent? 

12.  To  play  a  scale  correctly  what  must  first  be 
learned  ? 

13.  Name  the  first  five  sharp  keys. 

14.  Give  the  names  of  the  sharps  in  their  order. 

15.  Name  the  first  five  flat  keys. 

16.  Give  the  names  of  the  flats  in  their  order. 
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SPECIAL  TOUCH  WORK 
Weight-touch 

♦ 

The  Clinging  Legato-touch :  Raise  the  wrist  slightly.  Sound  the  note  by  a  sudden  down-arm  impulse. 
Instantly  weight  the  finger.  The  unoccupied  lingers  should  rest  quietly  upon  the  surface  of  the  keys. 
Raise  the  wrist  again  slightly,  keeping  the  weighted  key  down,  now  sound  the  second  note  in  the  same 
manner.  The  weight  will  now  be  on  two  keys.  Continue  throughout  the  exercise  in  this  way.  At  the  end 
of  the  fourth  measure  the  weight  is  relaxed  from  both  lingers.  Be  sure  and  hold  each  note  its  full  value,  and 
do  not  raise  the  finger  points  from  the  surface  of  the  keys  at  any  time  during  the  playing  of  the  exercise. 


Right-hand 
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Left-hand 
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Transfer  of  Weight  Finger  Transposition 


Sound  each  note  as  before.  Transfer  the  arm-weight  from  one  finger  to  another  without  allowing  the 
key  to  rise.  The  weight  should  be  just  enough  to  bed  the  key,  and  the  transfer  should  take  place  either  on 
the  third  or  fourth  beat. 


Right-hand 
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Left-hand 
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THE  MINOR  SCALE  MORE  FULLY  EXPLAINED 


Reference  should  be  made  to  the  explanation  of  the  major  and  minor  scales  as  given  in  the  Fundamental 
Method  (page  43). 

The  difference  between  Major  and  Minor  is  largely  one  of  color.  The  difference  between  the  major  and 
minor  scale  is  in  the  location  or  position  in  the  scale  of  the  half-tones. 


Major 


Half-tone 


Half-tone 


Degrees  12  3 


Minor  Half-tone 
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Half-tone  Half-tone 


As  the  minor  scale  is  taught,  it  should  be  made  clear  to  the  student  that  the  characteristic  note,  in  either 
the  major  or  minor  scale,  is  the  third  from  the  tonic. 
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The  third  degree  actually  determines  the  scale.  If  it  is  a  major  interval  the  scale  established  will  be  a 
major  scale;  if  it  is  a  minor  interval  the  scale  established  will  be  a  minor  scale. 

The  early  or  ancient  form  of  the  minor  scale,  sometimes  called  the  “Pure  Form,”  is  played  on  the  exact 
notes  of  the  major  scale  of  which  it  is  also  the  Relative,  beginning  with  the  sixth  degree,  as  follows : 


221 


jO- 


:s?: 


~J21 


-jbl 


Play  the  scale  over,  noticing  particularly  the  upper  tetraehord. 

In  descending  it  is  found  quite  satisfactory,  but  in  ascending  the  whole  tone  between  the  seventh  and 
eighth  degrees  gives  a  very  unsatisfactory  ending.  This  is  due  to  the  lack  of  a  leading-tone, — half-step 
between  the  seventh  and  eighth  degrees  found  in  the  major  scale.  In  order,  then,  to  obtain  a  leading-tone, 
the  seventh  degree  must  be  raised  one-half-step.  The  effect  is  at  once  found  to  be  satisfactory.  This  form 
of  the  scale  is  known  as  the 


Harmonic-minor  Scale 
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Play  the  scale  over  again  in  the  new  form,  examining  the  upper  tetraehord. 

It  will  be  observed  that  there  are  three  half-steps  in  the  Harmonic  Minor  Scale  both  ascending  and  de¬ 
scending  (marked  i  i  ) ,  also  that  the  interval  between  the  sixth  and  seventh  degrees  is  a  step  and  a  half, 
known  as  the  Augmented  Second.  The  effect  of  this  augmented  second  is  regarded  as  unmelodious.  So  an¬ 
other  form  was  invented  called  the  Melodic-minor  Scale.  In  this  scale  the  sixth  and  seventh  degrees  are  both 
chromatically  raised  ascending,  and  the  early  or  pure  form  used  descending. 


Melodic-minor  Scale 


Play  the  scale  over  comparing  it  with  the  Harmonic  form. 

A  combination  of  the  Melodic  form  ascending  and  the  Harmonic  form  descending  is  largely  used  for 
piano  practice,  and  is  known  as  the  Mixed-minor  Scale. 

Mixed-minor  Scale 
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second 
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Major  and  Minor  scales  are  said  to  be  relative  to  each  other.  On  examination  of  the  descending  scale  of 
the  Pure  Form  of  M-minor  used  in  the  Melodic  scale  (see  Ex.  above)  it  will  be  noticed  that  all  the  tones 
used  are  like  those  of  the  scale  of  (7-major,  and  in  the  Harmonic-minor  scale  only  one  tone  is  altered.  It 
should  readily  be  seen  that  a  close  relation  exists  between  (7-major  and  H-minor,  and  so  M-minor  is  called 
Relative  of  C-major,  and  (7-major,  Relative  of  ^4-minor. 

Relative  scales  have  the  same  Key-signature ;  this  will  necessitate  the  use  of  an  accidental  for  raising  the 
Leading-tone  (7th  degree),  also  an  accidental  for  raising  the  sixth  degree  when  using  the  Melodic  form. 

The  Relative-minor  begins  on  the  sixth  degree  of  the  major  scale,  and  the  Relative-major  on  the  third 
degree  of  the  minor  scale. 
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The  relative  major  and  minor  scales  should  be  taken  up  by  the  pupil  at  the  same  time,  and  in  the  order 
of  the  introduction  of  the  different  keys  in  this  work. 

When  the  tones  of  a  scale  are  used  in  any  other  order  than  their  regular  succession,  the  word  key  instead 
of  scale  is  applied  to  this  collection  of  tones. 

QUESTIONS 


1.  What  is  the  difference  between  Major  and 
Minor  ? 

2.  What  is  the  principal  characteristic  note  of  a 
scale  ? 

3.  Which  tetrachord  of  the  Pure  Form  minor 
scale  was  found  unsatisfactory  ?  Why  ? 

4.  What  degree  was  raised  to  form  the  Harmonic 
minor  scale  ? 

5.  How  many  half-steps  are  found  in  the  Har¬ 
monic-minor  scale? 

b.  What  kind  of  interval  is  found  between  the 
sixth  and  seventh  degrees  ? 


7.  What  other  minor  scale  was  invented  ? 

8.  What  degrees  were  chromatically  changed  in 
this  scale  ? 

9.  How  is  the  Mixed-minor  scale  made  up? 

10.  Has  a  Minor  scale  a  Key-signature  of  its 
own  ? 

11.  What  Key-signature  does  it  use? 

12.  On  what  degree  of  the  major  scale  does  the 
minor  scale  begin  ? 

13.  On  what  degree  of  the  minor  scale  does  the 
major  scale  begin  ? 


THE  FOUNDATION  OF  SMOOTH  SCALE  PLAYING 


Smooth  scale  playing  is  one  (4’  the  most  difficult  problems  confronting  the  pupil.  The  thumb,  the 
most  important  finger  in  scale  work,  is  often  sadly  neglected.  The  ability  to  play  a  “pearly”  scale  can  only 
be  obtained  by  a  free  and  perfect  control  of  this  finger.  In  order  to  obtain  a  smooth  passage  of  the  thumb 
under  the  hand,  the  wrist  must  be  kept  absolutely  loose.  The  hand  should  slightly  incline  towards  the  way 
in  which  it  is  traveling. 

One  should  have  patience  to  discipline  the  thumb  every  day  until  the  movement  under  and  out  be¬ 
comes  quick,  rhythmical  and  smooth. 

The  following  exercises  must  be  played  very  slowly,  the  counting  aloud,  firm  and  sure.  When  the 
thumb  passes  under  the  hand,  poise  it  for  a  fraction  of  a  second  over  the  note  to  be  sounded. 


Right-hand 
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Second  and  third  finger  weighted 
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Second  finger  weighted 


Second  finger  weighted 


Right-hand 


Left-hand 
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Right-hand 


Passing  of  the  Fingers  over  the  Thumb 

In  the  following  exercises  the  thumb  is  to  be  weighted.  For  movement  of  the  arm  forward  and  back, 
see  Fundamental  Method  (page  43).  ( Scale  Preparatory  Movement.)  Carry  the  hand  forward  and  back 

with  a  free  movement  of  the  arm,  the  fingers  a  little  high.  Raise  the  finger  that  is  to  play,  poise  it  for  an 
instant,  then  sound  the  note.  Play  very  slowly  and  count  aloud. 
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NAMES  OF  THE  INTERVALS  OF  THE  MAJOR  SCALE 


The  difference  in  pitch  which  separates  two  tones,  whether  in  combination  or  succession,  is  called  an 
Interval.  ( See  Fundamental  Method,  Part  One,  page  13.) 

Intervals  are  counted  upwards  from  the  lowei  to  the  higher  tone. 

Intervals  are  of  two  kinds  called  Natural  or  Numerical  —  visible  distances,  and  Specific  —  audible  dis¬ 
tances. 

An  interval  takes  its  natural  or  numerical  name  from  the  number  of  degrees  it  occupies ;  and  its  spe¬ 
cific  name  from  the  number  of  semi-tones  it  contains. 

Taking  C  as  the  basis,  all  the  natural  or  unaltered  intervals  of  the  Major  Scale  are  named  either  Major 
or  Perfect,  as  follows:  The  second,  third,  sixth  and  seventh  intervals,  are  called  Major;  the  fourth,  fifth 
and  octave,  are  called  Perfect. 

It  will  be  observed  that  from  a  line  to  a  space  or  a  space  to  a  line,  is  either  an  interval  of  a  second, 
fourth,  sixth  or  eighth  ( octave )  —  the  even  numbers ;  and  the  interval  from  a  line  to  a  line  or  a  space  to  a 
space,  is  either  a  third,  fifth,  or  seventh  —  the  odd  numbers. 

A  quick  perception  of  intervals  is  necessary  if  one  wishes  to  become  a  rapid  reader. 
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The  altered  intervals  are  called  Minor,  Diminished  and  Augmented. 

The  word  Major,  like  the  word  majority,  means  “  greater.”  The  word  Minor,  like  the  word  minority, 
means  “  lesser.”  The  word  Augmented  means  expanding,  making  larger,  and  the  word  Diminished  means 
contracting,  or  making  smaller. 

The  interval  between  any  two  keys  is  called  a  Second.  Between  C  and  D  ( a  Second )  two  half-steps 
are  found,  but  between  E  and  F  ( also  a  second )  only  one-half  step  is  found.  Now  if  from  C  to  D  is  a 
Second  and  from  E  to  F  is  also  a  Second,  then  there  must  assuredly  be  two  kinds  of  seconds  used,  and  each 
must  have  a  proper  name  to  distinguish  it  from  the  other.  The  same  will  be  found  true  of  thirds,  sixths, 
and  sevenths,  each  upon  examination  will  be  found  to  have  a  large  and  a  small  interval.  The  “  greater  ” 
interval  is  called  Major,  and  the  smaller  or  “lesser”  interval  Minor. 


Two  Half-steps  One  Half-step  Four  Half-steps  Three  Half-steps  Nine  Half-steps  Eight  Half-steps  Eleven  Half-steps  Ten  Half-steps 


Major  Second  Minor  Second  Major  Third  Minor  Third  Major  Sixth  Minor  Sixth  Major  Seventh  Minor  Seventh 


It  will  be  observed  that  the  difference  between  major  and  minor  intervals  is  a  semi-tone,  therefore  it  fol¬ 
lows  that  a  major  may  be  converted  into  a  minor  interval,  either  by  lowering  the  upper  note,  or  by  raising 
the  lower  note  a  half-step.  Conversely,  by  either  raising  the  upper  note  or  by  lowering  the  lower  note,  a 
minor  may  be  converted  into  a  major  interval.  Care  must  be  taken  in  such  cases  never  to  change  the  letter- 
name  of  either  note  or  interval. 

If  we  chromatically  raise  a  major  or  perfect  interval,  we  expand  it  or  make  it  an  augmented  interval, 
and  if  we  chromatically  lower  a  minor  or  perfect  interval,  we  contract  it  or  make  a  diminished  interval. 
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QUESTIONS 


1.  What  is  an  interval? 

2.  How  many  kinds  of  intervals  are  there  ? 

3.  What  are  their  names  ? 

4.  What  are  the  natural  or  unaltered  intervals 
of  a  scale  called  ? 

5.  Name  the  four  major  intervals. 

6.  Name  the  three  perfect  intervals. 

7.  What  are  the  altered  intervals  called? 

8.  When 'referring  to  an  interval,  what  does  the 
word  Major  mean  ?  Minor  ? 

9.  What  does  the  word  Augmented  mean  ? 


10.  What  does  the  word  Diminished  mean? 

11.  How  can  a  major  be  told  from  a  minor  inter¬ 
val? 

12.  How  is  a  major  converted  into  a  minor  inter¬ 
val  ? 

13.  How  is  a  minor  converted  into  a  major  inter¬ 
val? 

14.  If  a  major  or  perfect  interval  is  chromatically 
raised  what  kind  of  interval  is  formed  ? 

15.  If  a  major  or  perfect  interval  is  chromatically 
lowered  what  kind  of  interval  is  formed  ? 


Give  the  Numerical  and  Specific  Name  of  the  Following  Intervals 
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Note  :  The  double-sharp  (IS)  indicates  that  the  tone  to  be  considered  is  a  whole  tone  higher  than  the  primary  tone.  The  double-flat'  indi¬ 
cates  that  the  tone  to  be  considered  is  a  whole  tone  lower  than  the  primary  tone. 

The  teacher  should  point  out  at  the  piano  the  various  intervals  and  the  number  of  semi-tones  they  contain,  until  the  pupil  has  a  perfect  men¬ 
tal  understanding  of  the  same. 

Three  Staccato-touches 

The  exercises  given  below  should  be  practised  daily  until  the  three  staccato-touches  are  under  perfect 
control. 

TOUCH  I.  Wrist-staccato  :  The  lingers  must  be  held  well  curved.  The  key  must  be  struck  by  the 
ball  of  the  finger  ;  the  striking  action  must  eminate  from  the  wrist  joint,  the  arm  remaining  level  and  quiet, 
but  not  rigid. 

At  first  let  the  hand  fall  of  its  own  weight ;  then  let  the  action  be  quick  and  light.  The  hand  must 
be  returned  to  its  raised  position  as  soon  as  the  key  has  been  struck.  The  greatest  care  should  be  exercised 
that  the  notes  are  not  played  with  the  fingers. 


9 


TOUCH  II.  Finger-staccato  :  In  this  form  the  action  is  entirely  from  the  knuckle  joint.  The  lingers 
must  be  well  rounded  as  before  and  held  in  stroke  position.  The  finger  must  be  returned  to  stroke  position 
as  soon  as  the  key  has  been  struck.  The  attack  must  be  quick  and  decided. 

TOUCH  III.  Flexed  Finger-staccato  :  The  finger  should  be  stretched  out  nearly  straight,  then  flex  the 
point  of  the  finger  sharply  across  the  surface  of  the  key  towards  the  palm  of  the  hand.  The  outside  of  the 
hands  should  drop  a  trifle,  the  second  finger  knuckle-joint  being  slightly  higher  than  the  fifth  finger  knuckle- 
joint.  The  movement  of  the  first  (thumb)  finger  must  be  somewhat  lateral  or  slanting.  The  hand  should 
be  allowed  to  rotate  slightly  when  the  four  fingers  are  used  in  succession. 


TOUCH  I  and  in. 


a:  Lento 
b:  Moderate 
c :  Allegretto 
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In  the  following  exercise  the  arm-weight  is  to  be  sustained  naturally  upon  the  whole  notes. 


TOUCH  II. 
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TOUCH  III 

a:  Moderate 


b:  Allegretto 
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This  study  is  somewhat  difficult,  but  it  can  be  taught  to  very  young  pupils.  The  pupil  should  learn 
first  the  single  note,  or  letter,  to  be  played ;  afterwards  play  the  two  notes. 


TOUCH  III. 
a:  Lento 
b:  Moderato 


CONSONANT  AND  DISSONANT  INTERVALS 


Intervals  are  divided  into  two  classes,  namely,  Consonant  and  Dissonant.  The  Consonant  intervals  are 
sub-divided  into  two  classes,  namely,  Perfect  and  Imperfect. 


Perfect  Consonances  < 


Perfect  Unison 
Perfect  Fourth 
Perfect  Fifth 
.  Perfect  Octave 


_  .  (  Maior  and  Minor  1  hirds 

Imperfect  Consonances  <  ,  ,  .  ,  ,r.  0 .  . 

{.  Major  and  Minor  Sixths 

<  Major  and  Minor  Seconds 
Dissonances  \  Major  and  Minor  Sevenths 

l  All  Augmented  and  Diminished  intervals 

The  musical  effect  of  the  consonant  intervals  is  pleasing  to  the  ear.  Dissonant  intervals  on  the  con¬ 
trary,  are  not  pleasing,  the  musical  effect  being  more  or  less  harsh  to  the  ear.  Dissonant  intervals  require 
“  resolution,”  that  is,  one  or  both  members  must  move  away  from  each  other,  or  towards  each  other. 

A  Unison  is  a  combination  of  two  tones  having  the  same  pitch,  sometimes  called  a  Prime. 


NAMES  OF  SCALE  DEGREES 

Besides  the  letter  or  number  name,  each  degree  of  the  scale  has  a  fixed  name. 

The  First  tone  or  degree  of  the  scale  is  called  the  Tonic,  and  is  the  most  important  member  of  the  scale 
group,  it  being  the  beginning  and  ending  of  the  succession.  The  second  and  third  in  importance  are  the  Fifth 
which  is  called  the  Dominant,  and  the  Fourth  which  is  called  the  Lower-dominant,  or  Subdominant.  These 
three  tones,  Tonic,  Dominant  and  Subdominant,  are  the  principal  members  of  each  scale. 


1! 


The  Second  degree  is  called  the  Supertonic,  the  Third  degree  is  called  the  Mediant,  the  Sixth  degree  is 
called  the  Submediant,  and  the  Seventh  degree  is  called  the  Leading-tone,  so  named  because  of  the  strong  ten¬ 
dency  of  this  note  to  rise  to  the  Tonic,  thus  completing  the  scale. 


1st  Degree  5th  Degree  4th  Degree  2nd  Degree  3rd  Degree  6th  Degree  7  th  Degree 

Tonic  Dominant  Subdominant  Supertonic  Mediant  Submediant  Leading-tone 


1st  Tonic 


t  6th-Dominant 
|  4th -Subdominant 


f  2nd-Supertonic 
J  3rd-Mediant 
]  6th-Submediant 
7  th-Lead  ing-tone 


Give  the  scale-degree  and  fixed  name  or  the  following  notes 


Clinging  Legato-  and  Staccato-touches  Combined 

First:  Play  the  Soprano  note  as  legato  e  cantabile  as  possible,  and  all  the  other  parts  as  staccato  as 
possible.  Second :  Play  the  Soprano  and  Bass  cantabile ,  the  other  two  parts  as  staccato  as  possible.  The 
chord-touch  is  used  here.  (  See  Fundamental  Method,  page  48.) 
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II.  Lento 


Many  easy  Chorales  and  hymn- tunes  can  be  used  to  develop  the  above  thought. 


TRIAD-CHORDS 

The  Common  Chord  was  touched  upon  in  the  Fundamental  Method  ( page  43 ),  and  the  Three  posi¬ 
tions —  first  and  second  inversions  of  the  Triad-chord,  illustrated.  A  further  study  of  Triad-chords  should 
be  taken  up  in  this  grade. 

If  the  pupil  has  learned  the  circle  of  letters  as  given  on  page  13  of  the  Fundamental  Method,  it  should 
be  an  easy  matter  for  him  to  learn,  gradually,  as  he  progresses,  the  Triad-chords  of  any  key  he  may  be 
studying. 

A  Triad-chord  founded  on  the  1st,  3rd  and  5th  degrees  of  the  scale,  is  called  the  Tonic-chord.  A 
Triad-chord  founded  on  the  4th,  6th,  and  8th  degrees  of  the  scale,  is  called  the  Subdominant-chord.  A  Triad- 
chord  founded  on  the  5th,  7tli  and  9th  degrees  of  the  scale,  is  called  the  Dominant-chord. 

The  Tonic,  Dominant  and  Subdominant  chords  of  C,  and  their  inversions,  are  as  follows  :  —  Tonic  —  C 
E,  G.  E ,  G ,  C.  G,  C,  E.  Dominant —  G ,  B,  D.  B,  D,  G.  D,  G,  B.  Subdominant  —  F,  A,  C.  A 
C ,  F.  C,  F,  A. 


0  o 

C-* - 

- & - <s> - 

/  ^  ^ 

S?  s?  5?  1 

^  & 

\VT/  & 

LXJZ - ^ - <5? - - - 

^  1 

Tonic  Dominant  Subdominant 


The  pupil  should  be  required  to  recite  each  Triad,  and  inversions  of  the  same,  until  they  are  firmly  im¬ 
planted  in  his  mind. 

Chords  founded  on  the  other  intervals  of  the  scale  are  called  after  the  fixed  name  of  the  scale.  The 
most  important  chords  are  the  three  mentioned.  The  pupil  should  learn  to  recognize  these  chords  at  sight, 
and  in  any  key  that  he  has  learned  the  scale  of. 

In  the  following  exercise  the  pupil  should  be  required  to  tell  quickly  whether  the  chord  is  Tonic,  Dom¬ 
inant  or  Subdominant;  also  whether  in  First,  Second  or  Third  Position. 
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Chord  Study 

The  following  study  should  be  memorized.  It  begins  very  softly,  followed  by  a  gradual  crescendo  to 
the  utmost  forte  the  pupil  can  obtain.  This  will  vary  according  to  the  age  of  the  pupil.  This  study  can 
also  be  played  under  the  “ Clinging  Legato”  and  “  Staccato’’  touch.  The  progression  is  made  through  the 
major,  minor  and  Dominant-seventh  chords. 


PHRASE  ANALYSIS 

“  The  Musical  Motive  and  Phrase  ”  were  explained  in  the  Fundamental  Method  (  page  21  ).  The  pupil 
should  reread  the  matter  very  carefully,  examining  the  Phrase,  and  noting  the  number  of  measures  the 
regular  Phrase  extends  through. 

Correctly  phrase  the  following  exercises.  (  Draw  the  Phrase-sign  over  the  correct  number  of  measures.) 
Point  out  the  measures  that  are  rhythmically  alike,  and  tell  what  degree  of  the  scale  each  Phrase  ends  upon. 
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Mark  the  Motive  and  the  Phrase  in  the  following. 
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Note  :  The  teacher  would  do  well  to  extend  this  lesson  further.  The  Fundamental  Method  will  furnish  much  good  material. 
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Section  B 
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Allegro  moderato 
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b)  -  Allegretto 
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Allegro  moderato 
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Allegro  moderato 
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a)  Moderato 

b)  Allegretto 

c)  Allegro 
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A  GUIDE  FOR  BEGINNERS 
IN  PIANO  PLAYING 

By 

ELIZABETH  COULSON  and  GRACE  H.  SPOFFORD 

n.  1.25 

This  book  does  not  offer  theories  that  await  the  test  of  practical  applicability,  but  it  is  the 
result  of  many  years  of  teaching  at  the  Peabody  Conservatory,  of  Baltimore,  and  it  is  crowned 
with  exceptional  success.  It  does  not  strive  to  revolutionize  piano  pedagogics,  but  rather  summarizes 
and  presents  in  a  clear  and  concise  manner  all  the  necessary  factors  that  go  to  make  an  accomplished 
pianist  and  good  musician.  The  book  aims  to  give  correct  principles  of  tone  production,  of  rhythmic 
accuracy,  and  technical  fluency.  At  the  same  time  it  lays  the  foundation  for  ear-training  and  a 
knowledge  of  elementary  harmony.  It  will  take  the  place  of  an  instruction  book,  a  musical  spelling- 
book,  a  practice-book,  and  a  technic-book. 

Due  emphasis  has  been  laid  on  the  production  of  good  tone  and,  in  connection  there  with  t 
on  the  importance  of  arm-relaxation.  Means  are  supplied  for  acquiring  it;  and  it  would  be  an 
exceptional  case,  indeed,  where  they  would  not  obtain  the  desired  effect.  Perhaps  the  strongest 
claim  to  merit  that  this  book  can  make,  lies  in  the  fact  that  no  essential  detail  has  been  overlooked, 
without  crowding  into  the  first  lessons  so  much  information,  that  the  pupil's  mind  is  rather  bewildered 
than  impressed. 

Explicit  notes  to  the  teacher  preface  the  book.  It  is  interspersed  with  a  number  of  blank 
music  pages,  upon  which  the  pupils  are  not  only  to  write  the  lessons  that  are  set  for  them  by  the 
authors,  but  may  eventually  put  down  what  musical  thoughts  of  their  own  a  more  or  less  creative 
instinct  may  dictate  to  them. 


SPECIAL  FINGER  EXERCISES 

FOR  THE  PIANOFORTE 
Devised,  and  supplied  with  explanatory  suggestions 

By 

ELEANOR  BRIGHAM 

n.  .50 

Contents:  1.  Forte  exercise  for  all  fingers;  2.  Twenty  exercises,  with  one  sustained 
note  for  Forte  finger  work;  3.  Exercise  for  the  fourth  finger;  4.  Exercise  for  each  individ¬ 
ual  finger;  5.  Exercise  for  the  third,  fourth  and  fifth  fingers;  6.  Stretching  exercise; 
7.  Stretching  exercise  for  the  fourth  and  fifth  fingers;  9.  Stretching  and  legato  exercise 
for  all  fingers ;  10.  Expansion  and  contraction  exercises;  11.  Exercise  in  triads;  12.  Exercise 
on  seventh-chords. 

Specialization,  and  the  proper  application  to  details,  are  the  most  essential  features  in  the 
development  of  piano  technic.  Much  stress  has  been  laid,  of  late,  upon  the  importance  of  "freeing” 
the  fingers,  of  fore-arm  relaxation,  and  arm-weight  touch.  Miss  Brigham’s  carefully  planned  exercises 
contribute  a  valuable  aid  to  the  acquisition  of  these  qualities,  without  which  surety  and*agility 
of  touch  are  unobtainable.  The  book  abounds  in  practical  and  wholesome  suggestions,  that  will 
impress  themselves  readily  upon  the  student’s  mind.  The  great  variety  of  fingerings  supplies  an 
ample  equipment  of  technical  resources.  The  contents  listed  above  give  a  clear  idea  of  the  far- 
reaching  scope  of  the  little  work. 


Foundations  of  Sound  Piano-Technic 

EXPOSED  BY  MODERN  MASTER-PEDAGOGS 

Published  by  THE  BOSTON  MUSIC  COMPANY  Boston,  Mass. 

NEW  FUNDAMENTAL 

PIANO  METHOD 

Founded  on  the  Arm-Weight  Touch 

A  Thorough  Course  for  Beginners 

By 

ALBERT  LOCKE  NORRIS 

Price,  n.  .75 

“Your  Fundamental  Method  covers  the  ground 
admirably.  Everything  is  presented  extremely  well  and 
there  is  not  a  word  too  much.  This  opinion  is  also 
voiced  by  the  piano  teachers  in  my  department.  What 
we  all  found  especially  satisfactory,  is  your  insistence 
upon  establishing  at  the  outset  the  right  finger  and 
arm  control.  We  regard  it  as  a  serious  mistake  to  delay 
relaxation  and  concentration  exercises  until  bad  habits 
have  been  formed.  You  have  very  satisfactorily  solved 
the  problem  of  combining  such  work  with  musical 
interest.” 

(Signed)  George  Coleman  Gow,  Vassar  College. 

motion  of  the  arm,  and  to  develop  greater  finger  extension.  The 
illustrated  "Practice  Card,"  accompanying  the  triangle,  leaves  no 
doubt  as  to  the  proper  application,  and  contains  all  necessary 
instructions  that  will  enable  anybody  to  make  correct  and  intelli¬ 
gent  use  of  Prof.  Matthay’s  rules  and  principles. 

We  also  recommend_the  following  books  by  the  same  author: 

THE  CHILD’S  FIRST  STEPS 

IN  PIANO  PLAYING — On  the  Forearm-rotation  Principle  Price  n.  .60. 

Since  1903  Mr.  Matthay  has  issued  several  works;  bat  prob¬ 
ably  none  more  interesting,  from  the  teacher’s  point  of  view,  than 
"The  Child’s  First  Steps.’’  (Musical  Times.) 

THE  FOREARM-ROTATION  PRINCIPLE 

IN  PIANO  PLAYING — Its  Application  and  Mastery  Price  n.  .50 

The  book  offers  an  individual  contribution  to  the  question  of 
the  pianist's  method,  and  illustrates  it  well  with  musical  exercises. 

B.  M.  CO. 

POPULAR  GRADED  COURSE 

FOR  THE  PIANO 

FOUNDED  ON  THE  WORK  OF 

A.  Kt) CHENMEXSTER 

By  Charles  Roepper 

Part  At  ELEMENTARY  Part  Bs  PROGRESSIVE 

Each  n.  60 

This  is  a  modified  and  revised  version  of  A.  Ktichen- 
meister’s  work,  which  has  enjoyed  such  large  popularity. 
The  fact  that  there  existed  no  English  translation  of  it, 
has  prompted  this  edition.  It  is  adapted  for  self- 
instruction  as  well  as  for  the  teacher’s  use,  who  will 
find  it  a  convenient  way  of  presenting  to  the  pupil  a  lot 
of  information  that  otherwise  would  have  to  be  dictated 
into  note  books,  or  would  have  to  be  looked  for  in 
manuals  on  elementary  theory. 

Due  regard  has  been  exercised  in  the  matter  of 
selecting  attractive  teaching  pieces  for  this  course,  and 
a  number  of  standard,  copyrighted  compositions  will 
be  found,  in  both  volumes,  that  heretofore  have  not 
been  offered  in  this  succinct  and  inexpensive  form. 

SCHYTTE’S  SCHOOL  OF 
MODERN  PIANO  PLAYING 

A  Collection  of  Progressive  Studies 

Introducing  Modern  Melody,  Harmony,  Rhythm  and  Style 

By  LUDVIG  SCHYTTg 

Op.  174 

BOOK  I  BOOK  HI 

First  Preliminary  Grade  Lower  Middle  Grade 

Price,  $1.00  Price,  $1.00 

BOOK  II  BOOK  IV 

Second  Preliminary  Grade  Middle  Grade 

Price,  $1.00  Price,  $1.25 

BOOK  V 

Higher  Middle  Grade 

Price,  $1.25 

The  great  Scandinavian  piano  pedagog  has  em¬ 
bodied  in  this  work  the  sum  and  substance  of  his  knowl¬ 
edge,  experience,  and  art.  With  rare  mastery  he  has 
evolved  a  complete  graded  course  that  leads  the  pupil 
from  the  earliest  beginnings  to  the  final  stages  of  piano 
technic.  The  high  musical  interest  of  these  studies 
places  them  far  above  other  works.  It  was  Schytt6’s 
aim  not  only  to  produce  brilliant  pianists,  but  also  good 
musicians — and  his  success  is  unquestionable. 

THE  B.  M.  CO.  PIANO  DIRECTORIES,  Nos.  1,3 ,  4  &  14,  listing,  by  means  of  thematic  pages,  the  most  suc¬ 
cessful  and  attractive  teaching  pieces  in  all  grades  of  difficulty,  will  be  supplied  gratis  on  receipt  of  address. 

[  A  THE  BOSTON  MUSIC  COMPANY  A 

26  Sc  28  West  Street  :  Boston,  Mass. 
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SECTION 
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Triad  Chords  Founded  on  the  Fixed  Name  of  the  Scale 

A  chord  is  known  by  the  name  of  the  degree  of  the  scale  upon  which  it  is  constructed.  This  tone  is 
called  the  Root  or  Fundamental  of  the  chord. 

Triad  chords  and  their  inversions  were  fully  explained  in  Grade  One. 

Triad  chords  constructed  on  all  the  fixed  degrees  of  the  major  scale  ( any  key)  are  of  three  kinds, 

namely:  Major:  I-IV-V;  Minor:  II— III— N I ;  Diminished:  VII°. 


Note:  The  Roman  numerals  are  always  used  in  the  study  of  Harmony  to  denote  the  scale  degree.  The  large  numeral  indicates  major  triads; 
the  small  numeral,  minor  triads,  and  the  small  numeral  with  a  circle  at  the  right  of  it,  diminished  triads. 
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The  first  scale  degree  —  as  we  learned  in  Grade  One  —  is  named  the  Tonic;  the  fifth,  the  Dominant; 
and  the  fourth,  the  Subdominant.  These  are  the  Principal  Chords  of  any  scale.  The  Supertonic  found  on 
the  second  degree,  the  Mediant  on  the  third,  the  Submediant  on  the  sixth,  and  the  Leading-tone  on  the 
seventh,  are  known  as  Secondary  Triads. 

Give  the  specific  names  of  the  following  chords.  Mark  beneath  them  the  correct  Roman  numerals. 
Examine  the  Key  first. 


f 


Write  the  chords  of  I,  IV,  V  and  L  in  the  following  keys,  and  in  their  fundamental  position  —  the  Root 
as  lowest  tone. 


Write  the  I,  IV  and  V  in  their  three  positions  (two  inversions)  in  the  following  keys  : 

Tonic  I  Subdominant  IV  Dominant  V 


-  -  ■ 
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V  4410 
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Tonic  I 


Subdominant  IV 


Dominant  V 


II 
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THE  CADENCE 


“  A  Cadence  is  a  momentary  interruption  in  the  flow  of  the  rhythmic  section  of  a  composition,  which 
marks  the  close  or  end  of  a  musical  phrase  or  period." 

A  Music  Period  is  like  a  four  line  stanza  in  poetry.  It  contains  two  parts,  more  or  less  like  each  other, 
called  Phrases. 

Cadences  serve  the  same  purpose  in  music,  as  do  the  punctuation  marks  in  poetry. 

Cadences  are  divided  into  two  classes,  Regular  and  Irregular.  The  Regular  Cadences  are  called  Perfect 
and  Imperfect.  A  Perfect  Cadence  ends  on  the  Tonic  chord  preceded  by  the  Dominant  (V),  and  in  first  or 
octave  position.  The  Imperfect  Cadence  ends  with  the  Tonic  chord  either  in  the  second  or  third  position, 
that  is,  with  the  third  or  fifth  as  principal  note. 

Irregular  Cadences  are  not  taken  up  in  this  work. 

The  Perfect  Complete  Cadence  and  the  Plagal  Cadence  (often  sung  in  church  to  the  word  A-men )  should 
be  quickly  and  easily  recognized  by  the  pupil.  The  Plagal  Cadence  ends  on  the  Tonic  chord  preceded  by  the 
Subdominant  (IV). 


Complete  Perfect  Plagal 


Write  and  play  the  cadences  in  the  following  keys  : 


Play  the  cadences  to  each  new  key  while  you  are  learning  the  scale, 
specific  name. 


Learn  them  by  their  numerical  and 
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THE  FOUR-PART  CHORD 


The  Triads  form  the  basis  of  all  chords  used  in  musical  composition.  In  constructing  four-part  harmony 
it  is  necessary  to  double  one  of  the  voices  of  the  triad.  This  must  be  done  according  to  certain  rules  in  Har¬ 
mony.  Hymns  and  Chorales  are  ior  the  most  part  written  in  four-part  harmony.  Harmony  is  the  ‘‘gram¬ 
mar,”  or  science,  which  treats  of  the  construction  and  relationship  of  chords,  and  should  be  studied,  sooner  or 
later,  by  every  music-student  who  desires  to  become  better  acquainted  with  the  “hidden  beauties  '  of  the  Art 
of  Music. 


The  voice  parts  of  a  chord  are  Soprano,  Alto,  Tenor  and  Bass.  In  writing  four-part  harmony  the  Soprano 
and  Alto  parts  are  written  upon  the  "Treble  Staff,  and  the  Tenor  and  Bass  parts  upon  the  Bass  Staff.  The 
two  most  important  parts  are  the  Soprano,  the  highest  part,  and  the  Bass,  the  lowermost  part  and  foundation 
of  the  harmonic  basis. 

In  Vocal  music  the  compass  of  the  parts  depends  upon  the  range  of  the  voices.  In  Instrumental  music 
the  compass  of  the  parts  depends  upon  the  instrument  employed. 

When  the  Soprano,  Alto  and  Tenor  are  placed  as  close  together  as  possible,  that  is,  written  within  the 
compass  of  an  octave,  as  in  the  preceding  exercises,  the  parts  are  said  to  be  written  in  Close  harmony. 
When  distributed  as  evenly  as  possible,  they  are  in  Open  harmony.  (  See  Fundamental  Book,  p.  48, 
Ex.  118.) 

If  the  “melody  "  of  a  composition,  either  vocal  or  instrumental,-  lies  in  the  middle  voice,  then  that  voice 
becomes  the  “  solo  ”  voice,  and  the  other  voices  subordinate  to  it,  for,  in  music,  the  melody,  wherever  placed, 
must  always  be  “  brought  out.’’ 


PHRASE  ANALYSIS 


Correctly  phrase  the  following  illustrations.  Remember  that  the  curved  line  is  used  for  the  “  short  ” 
slur,  for  a  “  figure  ”  and  for  the  complete  phrase. 
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CADENCE  ANALYSIS 

Mark  the  correct  numeral  under  each  chord  of  the  following  endings  and  tell  whether  “  Perfect,”  “  Com¬ 
plete  Perfect”  or  “  Plagal”  cadence. 


♦The  small  note  represents  the  position  of  the  root  of  the  chord. 


EMBELLISHMENTS 
The  Appoggiatura 

Embellishments  occur  either  between  notes  or  upon  them.  Three  commonly  used  embellishments  will 
be  explained  and  illustrated  at  this  time  :  the  single  Appoggiatura,  the  Mordent,  and  the  simple  Turn.  The 
pupil  should  study  the  following  rules  and  examples  carefully. 

The  simple,  short  Appoggiatura  (sometimes  called  “  grace-note  ”)  is  played  with  a  slight  accent  upon  the 
grace-note,  called  the  rhythmical-accent,  and  a  light  accent  upon  the  principal  note,  called  the  melodic-accent. 
The  grace-note  should  always  be  played  with  the  accompaniment  note,  its  office  is  to  slightly  delay  the  en¬ 
trance  of  the  principal  tone,  giving  a  dissonant  effect  before  the  consonant. 


When  the  principal  note  is  of  longer  duration,  it  receives  a  stronger  accent. 


W  ritten  Flayed 


The  Mordent 


<> 


The  mordent  is  of  two  kinds. 
When  written  thus : 


it  is  played  with  an  auxiliary 
note  a  minor  second  below,  thus : 


When  written  without  the  perpendicular  line  through  it, 
it  is  called  the  inverted  mordent,  and  is  played  with  an  aux¬ 
iliary  tone  above,  thus : 


A 


or 


An  Accidental  placed  above  or  below  a  mordent  indicates  a  chromatieal  change  in  the  auxiliary  tone. 


The  Turn 


The  simple  Turn  upon 
the  note,  written  thus  : 


always  starts  with  the 
accompaniment  note, 
and  is  played  thus  : 


The  Turn  between 
notes  is  written  and 
played  thus  : 


W  ritten 


tH— % 
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Should  the  Turn  follow 
a  dotted  note,  its  last 
tone  occupies  the  time 
of  the  dot,  thus  : 


'  Written 
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In  a  Turn,  the  note  above  the  principal  note  is  usually  the  scale-tone  interval,  while  the  note  below  the 
principal  note  must  be  a  half-tone  interval.  The  only  exception  to  this  rale  is  when  the  Turn  is  on  the 
seventh  degree,  the  note  beloiv  must  then  be  a  whole  tone. 


Special  Chord  Study 

Chords  represent  Vertical  music  when  the  notes  are  played  simultaneously,  and  Horizontal  music  when 
they  are  broken  or  dispersed.  The  fingering  of  the  three  positions  of  the  triad  chord  should  be  memorized. 
Each  hand  alone,  then  both  together. 


Chord  Study 


FORE  ARM  ROTATION 


Fore-arm  rotation  in  piano  playing  is  not  a  new  principle,  but  nevertheless  it  is  one  to  which  but  little 
attention  has  been  given.  The  works  of  Tobias  Matthay  on  “  The  Fore-arm  rotation  Principle  ”  is  well 
worth  the  attention  of  the  teacher.  The  present  work  will  not  deal  with  the  “  theory  ”  of  “  rotation,”  but 
as  rotation  is  necessary  in  at  least,  shakes,  trills,  and  the  long  and  short  roll,  a  few  special  exercises  will  be 
given  for  the  early  development  of  the  same. 

The  “short"  and  “long"  roll  should  be  studied  as  early  in  the  pupil’s  musical  life  as  possible.  The 
teacher  should  exercise  judgment  as  to  when  and  how  to  impart  this  knowledge. 


The  short  roll  is 
indicated  by  two 
wavy  lines,  thus  : 


( 
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Tlie  long  roll  is 
indicated  by  one 
continuous  wavy 
line,  thus  : 
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In  the  short  roll  the  two  hands  attack  the  roll  simultaneously.  In  the  long  roll  the  notes  follow  each 
other  in  quick  succession,  beginning  with  the  lowest  left-hand  note. 

Preparatory  exercise.  First,  raise  the  outside  or  little  finger  side  of  the  right-hand,  the  first  finger 

weighted  on  two-lined  c,  then  gradually  rotate  the  hand  toward  the  fifth  finger  until  the  second,  then  third, 
then  fourth,  then  fifth  fingers  touch  and  depress  the  keys,  one  at  a  time.  At  the  same  time  that  the  hand 
falls  from  its  raised  position,  the  wrist  drops  gradually.  At  the  completion  of  the  movement  the  keys  are 
held  down  by  the  weighted  action  of  the  arm. 

Second,  reverse  the  order,  starting  with  the  weighted  fifth  finger  on  two-lined  c.  After  practicing  the 
right-hand,  place  the  left-hand  fifth  finger  on  small  c  and  proceed  in  like  manner  as  with  the  right-hand. 

At  first  the  notes  may  not  sound  at  all.  Do  not  by  any  means  force  them  by  a  jerky  movement  of  the 
hand  or  arm.  Let  the  hand  fall  slowly  and  easily  at  first.  Quicken  the  movement  as  the  hand  becomes  ac¬ 
customed  to  the  rotation.  Practice  several  weeks  in  this  manner  before  beginning  the  short  and  long  roll. 

Practice  the  following  exercise  first  as  short  rolls ;  second  as  long  rolls.  (  This  chord-study  was  intro¬ 
duced  in  Section  A,  Grade  One.) 


For  the  Development  of  the  Long  and  Short  Roll 


Do  not  roll  these  two  measures 


The  above  exercise  should  be  practiced  “whipping"  the  hands  staccato  off  the  keys,  in  both  the  short 
and  long  roll  rotation,  omitting  the  pedal. 
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PREPARATORY  OCTAVE 

There  are  three  important  octave  touches:  a )  the  “  wrist ’’-staccato ;  b)  a  combination  oi  wrist  and 
lower  arm,  c  )  and  a  combination  of  the  lower  and  upper  arm  ( wrist  loose) . 

The  first  is  used  for  light,  quick  passages;  the  second,  when  a  much  increased  force  is  desired;  the 
third  is  employed  only  when  great  force  is  required. 

The  wrist-staccato, —  explained  in  the  First  Part  —  is  used  in  octave  passages  of  a  light,  delicate  char¬ 
acter.  Before  commencing  the  practice  of  octaves,  the  first  and  fifth  lingers  should  be  separately  trained, 
and  for  small  hands,  exercises  in  thirds  and  sixths  should  follow,  leaving  actual  octave  practice  for  a  later 
period. 

The  following  exercises  should  be  practiced  for  many  weeks,  or,  until  the  hands  are  ready  for  serious 
octave  work. 

Each  hand  alone  for  several  weeks,  before  playing  them  together.  Play  slowly  at  first,  using  the  first 
finger  first,  afterward  the  fifth  finger. 
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Each  hand  alone  for  several  weeks,  before  playing  them  together. 
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Each  hand  alone  for  several  weeks,  before  playing  them  together. 
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NEW  PUBLICATIONS— THE  BOSTON  MUSIC  CO. 


A  GUIDE  FOR  BEGINNERS 
IN  PIANO  PLAYING 

By 

ELIZABETH  COULSON  and  GRACE  H.  SPOFFORD 

n.  1.25 

This  book  does  not  offer  theories  that  await  the  test  of  practical  applicability,  but  it  is  the 
result  of  many  years  of  teaching  at  the  Peabody  Conservatory,  of  Baltimore,  and  it  is  crowned 
with  exceptional  success.  It  does  not  strive  to  revolutionize  piano  pedagogics,  but  rather  summarizes 
and  presents  in  a  clear  and  concise  manner  all  the  necessary7  factors  that  go  to  make  an  accomplished 
pianist  and  good  musician.  The  book  aims  to  give  correct  principles  of  tone  production,  of  rhythmic 
accuracy,  and  technical  fluency.  At  the  same  time  it  lays  the  foundation  for  ear-training  and  a 
knowledge  of  elementary  harmony.  It  will  take  the  place  of  an  instruction  book,  a  musical  spelling- 
book,  a  practice-book,  and  a  technic-book. 

Due  emphasis  has  been  laid  on  the  production  of  good  tone  and,  in  connection  therewith t 
on  the  importance  of  arm-relaxation.  Means  are  supplied  for  acquiring  it;  and  it  would  be  an 
exceptional  case,  indeed,  where  they  would  not  obtain  the  desired  effect.  Perhaps  the  strongest 
claim  to  merit  that  this  book  can  make,  lies  in  the  fact  that  no  essential  detail  has  been  overlooked, 
without  crowding  into  the  first  lessons  so  much  information,  that  the  pupil’s  mind  is  rather  bewildered 
than  impressed. 

Explicit  notes  to  the  teacher  preface  the  book.  It  is  interspersed  with  a  number  of  blank 
music  pages,  upon  which  the  pupils  are  not  only  to  write  the  lessons  that  are  set  for  them  by  the 
authors,  but  may  eventually  put  down  what  musical  thoughts  of  their  own  a -more  or  less  creative 
instinct  may  dictate  to  them. 


SPECIAL  FINGER  EXERCISES 

FOR  THE  PIANOFORTE 
Devised,  and  supplied  with  explanatory  suggestions 

By 

ELEANOR  BRIGHAM 

n.  .50 

Contents:  1.  Forte  exercise  for  all  fingers;  2.  Twenty  exercises,  with  one  sustained 
note  for  Forte  finger  work;  3.  Exercise  for  the  fourth  finger;  4.  Exercise  for  each  individ¬ 
ual  finger;  5.  Exercise  for  the  third,  fourth  and  fifth  fingers;  6.  Stretching  exercise; 
7.  Stretching  exercise  for  the  fourth  and  fifth  fingers;  9.  Stretching  and  legato  exercise 
for  all  fingers;  10.  Expansion  and  contraction  exercises;  11.  Exercise  in  triads;  12.  Exercise 
on  seventh-chords. 

Specialization,  and  the  proper  application  to  details,  are  the  most  essential  features  in  the 
development  of  piano  technic.  Much  stress  has  been  laid,  of  late,  upon  the  importance  of  “freeing” 
the  fingers,  of  fore-arm  relaxation,  and  arm-weight  touch.  Miss  Brigham’s  carefully  planned  exercises 
contribute  a  valuable  aid  to  the  acquisition  of  these  qualities,  without  which  surety  and  agility 
of  touch  are  unobtainable.  The  book  abounds  in  practical  and  wholesome  suggestions,  that  will 
impress  themselves  readily  upon  the  student’s  mind.  The  great  variety  of  fingering?  supplies  an 
ample  equipment  of  technical  resources.  The  contents  listed  above  give  a  clear  idea  of  the  far- 
reaching  scope  of  the  little  work. 


THE  BOSTON  MUSIC  COMPANY 


COLLECTION  OF 

Books  for  the  Music  Apprentice 

Covering  the  complete  field  of  Musical  Science  and  History 

Abbreviations:  cl. — cloth;  fl.  cl.— -flexible  cloth;  pap. — paper;  if  nothing  special  is  indicated  the  book  is  sold  in  paper  cover  only, 
but  all  kinds  of  binding,  artistically  executed  and  at  moderate  prices,  will  be  done  upon  order.  All  prices  marked 
are  net.  Complete  catalog  of  Musical  Literature  (200  ps.)  subdivided  according  to  the  language 
(English,  French,  Cerman,  etc.)  may  be  had  upon  application  to  the  publishers. 


THEORY,  HARMONY,  etc. 

ANGER,  J.  H.t  Treatise  on  Harmon/.  In  3  parts. 

—  Parts  I  &  II . .Cl.  ea. 

—  Part  III . Cl. 

—  Key  to  Part  I . Cl. 

—  Key  to  Part  II . _ . Cl. 

—  The  Modem  Enharmonic  Scale . 

FARLANE,  G.,  Reading  Exercises  on  Notes . . . 

—  Reading  Exercises  on  Time . 

—  Reading  Exercises  on  Phrasing. . . 

FARMER,  HENRY,  Catechism  of  the  Rudiments  of  Music . 

FOWLES,  E.,  Studies  in  Musical  Graces  and  Embellishments . CL 

—  Key  to  the  Exercises  in  "Studies  in  Musical  Graces  and  Embellish¬ 
ments.” . . . . . . . . . . . Cl. 

HULL,  A.  EAGLEFIELD,  Modem  Harmony... . 

KNOWLES,  C.  H.  C.,  Rhymes  on  the  Rules  of  Harmony.  Founded  on  Dr. 

Prout’s  Harmony . . . ... . .FUx.  Cl. 

LENORMAND,  R.,  Study  of  Modem  Harmony.., . 

MACPHERSON,  S.,  The  Rudiments  of  Music . Pap.  50.  Cl. 

—  QuestionsandExercisesuponthe  "Rudiments  ofMusic.”  Cl. 

—  Practical  Harmony . . . . . Pap.  2.00  Cl. 

(Also  published  in  German) 

—  Appendix  to  Practical  Harmony.. . Pap.  1.25,  Cl. 

—  Questions  on  Harmony . 

—  350  Exercises  in  Harmony,  Counterpoint  and  Modu¬ 
lation . . . Cl. 

—  Form  in  Music-  (With  especial  reference  to  the  design 

of  instrumental  music) . Cl. 

— •  Studies  in  Phrasing  and  Form . 

—  Practical  Counterpoint . . . ...Pap.  2.00  Cl. 

—  Summary  of  the  Principal  Rules  of  Strict  Counterpoint.... 

—  Music  and  its  Appreciation . 3  parts,  ea.  Cl. 

_ —  The  Appreciative  Aspect  of  Music  Study . . . 

MATTHAY,  TOBIAS,  Studies  in  Musical  Interpretation . Cl. 

MOZART,  W.  A.,  Practical  Elements  of  Thorough  Bass..... . Flex.  Cl. 

NIECKS,  F.,  A  Concise  Dictionary  of  Musical  Teems . CL 

—  Introduction  to  the  Elements  of  Music . Cl. 

PETERSON,  FRANKLIN,  Elements  of  Music. . Cl. 

—  An  Introduction  to  the  Study  of  Theory.  (A 

Sequel  to  the  "Elements  of  Music.”)  Cl. 

—  The  Student's  Handbook  of  M usical  Knowlegde.  Cl. 

—  Catechism  of  Music . . . Cl. 

PROUT,  EBENEZER,  Counterpoint:  Strict  and  Free . _.CL 

—  Additional  Exercises  to  "Counterpoint:  Strict  and 

Free.” . Cl. 

—  Harmony,  its  Theory  and  Practice....... . . .Cl. 

—  Analytical  Key  to  the  Exercises  in  "Harmony.” . Cl. 

—  Double  Counterpoint  and  Canon . Cl. 

—  The  Fugue . Cl. 

—  Fugual  Analysis:  A  Companion  to  “Fugue.” . Cl. 

—  Musical  Form . . Cl. 

_ —  Applied  Forms:  A  Sequel  to  "Musical  Form.” . .Cl. 

PROUT,  LOUIS  B.,  Sidelights  on  Harmony . . . 

—  Harmonic  Analysis . 

_ —  _  Time.  Rhythm  and  Expression . 

RIEMANN,  H-,  Harmony  Simplified . Cl. 

(Also  published  in  German  and  French.) 

—  Dictionary  of  Music . Cl. 

,L  —  Catechism  of  Musical  Aesthetics. . Flex.  Cl. 

ROCKS  I  kO,  W.  S.,  Practical  Harmony . Flex.  Cl. 

—  Key  to  "Practical  Harmony." . Flex.  Cl. 

— _ _  .  The  Rules  of  Counterpoint . . . flex.  Cl. 

SCHUMANN,  R.,  Advice  to  Young  Musicians . 

SLOPER.  LINDSAY,  Manual  of  Harmony . 

SUTTON,  ROBERT,  The  Elements  of  Musical  Theory . JFlex.  Cl. 

TREW,  CHARLES,  Elements  of  Music,  Simply  Explained . . 

Theory  of  Music  and  Treatment  of  Chords . Cl. 

WYLDE.  HENRY,  Harmony  and  the  Science  of  Music;  Book  I.  (Parts  1  to  3.) 
—  Harmony  and  the  Science  of  Music;  Book  II.  (Parts  4  to  3.) 

—  Modem  Counterpoint  in  Major  and  Minor  Keys.  (Parts 

1  &  2.). . . 
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MUSICAL  HISTORY,  BIOGRAPHIES,  etc. 

ANTCLIFFE.  HERBERT,  Living  Music . Cl.  1.25 

BROWNE,  A.  M.,  Musical  Biographies  of  Composers,  Classified  in  Centennial 

Periods . SO 

the  Reform  of  the  Opera . Cl.  2.00 

URGENT,  Beethoven,  A  Critical  Biography  (ill.) . Cl.  1.50 

K1EMANN,  H.,  Catechism  o 9  Musical  History.  Part  I.  Instruments,  Tone 

Systems  and  Notations . flex.  Cl.  1.00 

Dner^nA  P*  Musical  Form  and  Biographical  Notices . Flex.  Cl.  1.00 

ROCKSTRO,  W.  S.,  A  Short  History  of  Music. . Flex.  Cl.  1.00 

ui; ’  7,*}eGreat  German  Composers.  Biographical  Notices . Cl.  3.50 

THOMPSON,  VANCE,  Life  of  Ethelbert  Nevin  (ill.) . Cl.  2.00 


ARNOLD,  M.,  Pianist’s  Manual . . . . 50 

BLANCHETT,  H.,  Scale  and  Arpeggio  Fingering  Chart . . . 25 

GOODWIN.  A.,  Practical  Hints  on  the  Technique  and  Touch  of  Pianoforte 

Playing . . . Flex.  CL  1.00 

MATTHAY,  TOBIAS,  The  Child's  First  Steps  in  Pianoforte  Playing . 60 

—  The  Forearm-rotation  Principle  in  Pianoforte  Playing  -50 

—  Practice  Triangle,  for  Arm-rotation  Exercises,  etc.,  and 

card  with  instructions . .comp.  2.50 

NORRIS,  A.  L.,  New  Fundamental  Piano  Method . . . -  1.00 

PETERSON,  FRANKLIN,  The  Pianist's  Handbook: 

—  Part  I.  A  Theoretic  Companion  to  Practice.... Cf.  .75 

—  Part  II.  A  Handbook  of  Musical  Form . Cl.  .75 

REDDIE,  CHARLES  F.,  Piano  Playing  on  its  Technical  and  Aesthetic  Sides  Cl.  1.50 

REINECKE,  CARL,  Beethoven’s  Pianoforte  Sonatas.  (Letters) .  1.25 

RIEMANN,  H.,  Catechism  of  Pianoforte  Playing . . . Flex.  Cl.  1.00 

—  Analysis  of  Bach’s  “48  Preludes  and  Fugues.”  2  Bks.  Fl.  Cl.  ea.  1.00 

RIMBAULT,  E.  F.,  The  Pianoforte:  Its  Origin.  Progress  and  Construction  Cl.  3.75 

ORGAN 

BACH,  J.  S.,  School  of  Trio  Playing.  Inventions  arranged  for  Organ  by  Max 

Reger  and  K.  Straube . 75 

HULL,  A.  EAGLEFIELD,  Organ  Playing:  Its  Technique  and  Expression.... Cl.  2.00 

MATTHEWS,  J.,  A  Handbook  of  the  Organ . ..Flex.  Cl.  1.00 

RICHARDS,  H.  W.,  The  Organ  Accompaniment  of  the  Church  Services . Cl.  1.50 

STRING  INSTRUMENTS 

SCHROEDER,  C.,  Handbook  of  Violin  and  Viola  Playing . Flex.  Cl.  1.00 

—  Handbook  of  Violoncello  Playing.... . Flex.  Cl.  LOO 

WESSELY,  HANS,  Practical  Guide  to  Violin  Playing . .Cl.  1.25 

ORCHESTRA,  INSTRUMENTATION,  etc. 

BERLIOZ,  HECTOR,  Instrumentation.  (Revised  and  Supplemented  by 

RICHARD  STRAUSS) . 10.00 

—  Score  Examples . . .  3.00 

FITZGERALD,  JOHN,  Modem  Instrumentation  for  String  Orchestra,  Mili¬ 
tary  and  Brass  Bands . 1.00 

HOFMANN,  RICHARD,  Practical  Instrumentation.  Seven  Parts,  complete..  10.00 

—  Part  I.  The  Strings .  2.00 

—  Part  II.  The  Wood-Wind . . .  2.00 

—  Part  III.  Strings  and  Wood-Wind  Combined .  1.25 

—  Part  IV.  The  Homs . :  1.25 

—  Part  V.  The  Combination  of  Strings,  Wood-Wind 

and  Homs .  1.25 

—  Part  VI.  The  Trumpets,  Comets,  Trombones,  Tubas, 

and  Instruments  of  Percussion .  2.2S 

—  Part  VII.  Harp,  Mandolin,  Zither,  Guitar,  Piano, 

(Cembalo),  Organ  and  Harmonium- . 2.00 

PROUT,  EBENEZER,  The  Orchestra: 

Vol.  I.  The  Technique  of  the  Instruments . .Cl.  2.50 

—  Vol.  II.  The  Orchestral  Combinations . CL  2.50 

(Also  published  in  German.) 

RIEMANN,  H.,  Catechism  of  Musical  Instruments.  (Guide  to  Instrumen¬ 
tation.) . Flex.  Cl.  1.00 

—  Catechism  of  Orchestration . . . Flex.  Cl.  1.00 

—  Introduction  to  Playing  from  Score . Flex.  Cl.  1.00 

SCHROEDER,  C.,  Handbook  of  Conducting . Flex.  Cl.  1.00 

WlDOR,  CH.  M.,  The  Technique  of  the  Modem  Orchestra. . Cl.  5.00 

VOICE 

COLE,  S.  W.,  Exercises  in  Sight  Singing.  (Solfeggio) . . . -...CL  .60 

CROKER,  NORRIS,  Handbook  for  Singers . FUx.  Cl.  1.00 

DOUGLAS,  E.,  Exercises  for  Training  of  the  Boy’s  Voice. . Cl.  .60 

GIRAUDET,  A.  A.,  Vocal  Gymnastics . . . 75 

KENNEDY,  JOHN,  Common  Sense  and  Singing . - . 50 

MYER,  EDMUND  J.,  Position  and  Action  in  Singing . . . Cl.  1.25 

—  The  Renaissance  of  the  Vocal  Art . Cl.  1.25 

—  Vocal  Reinforcement . Cl.  1.50 

PALMER,  E.  DAVIDSON,  The  Tenor  Voice  and  its  Training . 40 

—  The  Rightly-produced  Voice . Cl.  1.00 

—  The  Boy’s  Voice  at  the  Breaking  Period . 50 

—  Manual  of  Voice  Training  (With  a  complete 

course  of  exercises) . . . 75 

SIBLEY,  CHURCHILL,  The  Voice  and  its  Control . SO 

TREE,  CHARLES,  How  to  Acquire  Ease  of  Voice  Production. . . . 75 

LITURGY 

DOUGLAS,  E.,  The  Plain-Song  Service . . . Cl.  1.00 

RICHARDS,  H.  W.,  The  Organ  Accompaniment  of  the  Church  Service . .CL  1.50 
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PIANO  ALBUMS  OF  ESPECIAL  INTEREST  1 

PUBLISHED  IN  THE  BOSTON  MUSIC  COMPANY  EDITION  j 

Each  Volume  50  Cents  Postpaid 

Kindly  order  by  B.  M.  Co.  Ed.  Numbers 

EASY 

MODERATE 

ADVANCED  1 

B.  M.  Co.  Ed.  No.  40 

BACH  FOR  BEGINNERS 

THE  CLAVECIN  BOOK 

FOR  ANNA  MAGDALENA  BACH 

(Nineteen  Easy  Original  Pieces) 

Authoritative  technical  preparation  for  the  Two- 
Part  Inventions  and  other  works  of  Bach. 

B.  M.  Co.  Ed.  No.  42 

AMERICAN  COMPOSERS 

ALBUM  OF  TWELVE  PIECES 

1.  Cadman — Melody;  2.  Clough-Leighter — Pen¬ 
sive  Monody;  3.  Herbert — Serenata;  4.  Jeffery—? 
Cradle  Song;  5.  MacDowell — Traumerei;  6.  Nevin 
— Valzer  Gentile;  7.  Seeboeck — Le  Dauphin;  8.  W. 

G.  Smith — Love  Sonnet;  9.  Whelpley — Inter¬ 
mezzo;  10.  Whiting — Quasi  Sarabanda. 

B.  M.  Co.  Ed.  No.  315 

I.  ALBENIZ  1 

ALBUM  OF  EIGHT  PIECES 

1.  Cadiz;  2.  Cuba;  3.  Mazurka,  in D min.;  4.  Cur- 
randa;  5.  Zortzico;  6.  Leyenda;  7.  Tango,  in  D;  1 

8.  Seguidilla. 

Salon  music  from  the  pen  of  Spain’s  most  eminent 
modern  composer.  Rhythmically,  as  well  as  harmoni¬ 
cally,  most  interesting. 

B.  M.  Co.  Ed.  No.  312 

CLASSICAL  ALBUM 

FOR  BEGINNERS 
(Twenty  Original  Compositions) 

The  composers  represented  are:  Purcell,  Couperin, 
Rameau,  J.  S.  Bach,  Handel,  Haydn,  Mozart,  Beet¬ 
hoven,  Weber,  Schubert.  The  pieces  follow  a  pro¬ 
gressive  order  and  adequately  exemplify  the  manner  of 
each  composer. 

B.  M.  Co.  Ed.  No.  322a/b 

B.  M.  CO.  DIGEST  OF  GEMS  FROM 
WAGNER’S  OPERAS 

Vol.  I:  1.  Rienzi;  2.  The  Flying  Dutchman; 

3.  Lohengrin;  4.  Tannhauser;  5.  The  Master- 
singers  of  Nuremberg;  6.  Tristan  and  Isolde. 

Vol.  II;  1.  The  Rhinegold:  2.  The  Valkyrie; 

3.  Siegfried;  4.  The  Dusk  of  the  Gods;  5.  Parsifal. 

B-  M.  Co.  Ed.  No.  314 

CLAUDE  DEBUSSY  j 

ALBUM  OF  FIVE  PIECES 

■  1.  Mazurka;  2.  Ballade;  3.  Danse;  4.  Rfiverie; 

5.  Valse  Roman tique. 

Very  representative  of  this  composer’s  earlier  and  I 

more  easily  understood  style. 

B.  M.  Co.  Ed.  N.  50 

M.  P.  HELLER,  Op.  32 

FOUR  EASY  EPISODES 

1.  Bugle  Song;  2.  The  Hussars’  Parade;  3.  Dancing 
Dolls;  4.  Twilight  Calm. 

The  author  of  these  pieces  has  been  acclaimed  as 
one  of  the  leading  figures  among  the  younger  piano 
pedagogues  of  Berlin. 

B.  M.  Co.  Ed.  No.  307 

ANDRE  MESSAGER 

DANCE-SUITE 

1.  Pavane;  2.  Mazurka;  3.  Air  Dans£;  4.  Mouve- 
ment  de  Valse. 

This  suite  has  been  sincerely  approved  by  the  best 
critics,  for  teaching  or  pastime. 

B.  M.  Co.  Ed.  No.  305 

G.  KARGANOFF,  Op.  10  | 

SEVEN  MINIATURES 

1.  Souvenir;  2.  Petite  Valse;  3.  Reproche;  4.  Inter¬ 
mezzo;  5.  Scherzino;  6.  Impromptu;  7.  Humor-  1 

esque.  1 

Music  that  is  full  of  inspiration  end  very  "pianistic.” 

3.  M.  Co.  Ed.  No.  45 

C.  W.  KROGMANN,  Op.  106 
MOODS  AND  MELODIES 

1.  Evening  Star;  2.  Little  Joker;  3.  Bavarian 
Peasant  Dance;  4.  Promise  of  Spring;  5.  Queen 
of  Night;  6.  Coasting  Frolic;  7.  Victor’s  Return 

8.  Columbine;  9.  Doris;  10.  Wandering  Breezes. 
Admirable  little  pieces  having  exceptional  style  and 
finish. 

B.  M.  Co.  Ed.  No.  309 

B.  M.  CO.  DIGEST  OF  TWELVE 

PIECES  IN  MEDIUM  GRADES 

1.  Albeniz — Tango,  in  D;  2.  Aloiz — Cracovienne; 

3.  Berger — Pulcinello;  4.  Dvofak — Silhouette; 

5.  Elgar — Salut  d’Amour;  6.  Fraipont — Capriccio; 

7.  Lacombe — Polka  Humoristique;  8.  Missa — 
Badinerie;  9.  Paderewski — Melody,  in  B;  10.  Saran 
— Romance;  11.  Schiitt — Reverie;  12.  Szalit — 
Intermezzo. 

B.  M.  Co.  Ed.  No.  39 

FRENCH  COMPOSERS  I 

ALBUM  OF  EIGHT  PIECES 

1.  Ravel — Pavane;  2.  Chabrier — Habanera;  3,  De¬ 
bussy — Rfiverie;  4.  Debussy — Valse  Romantique;  I 

5.  Saint-Saens — The  Swan;  6.  Widor — Scfine  de  1 

Bal,  in  E V;  7.  Moret — Song  without  words.  No.  5; 

8.  Piem6— La  veillee  de  l’ange  gardien. 

B.  M.  Co.  Ed.  No.  24 

EDMUND  PARLOW,  Op.  Ill 
FROM  THE  REALMS  OF  YOUTH 

1.  Morning  Greetings;  2.  March  of  the  Gnomes; 

3.  Riddle;  4.  Shuttlecock;  5.  Berceuse;  6.  Minuet. 

„  Musically  conspicuous,  terse  in  their  lesson. 

B.  M.  Co.  Ed.  No.  27 

AUGUST  NOLCK 

SUITE  ARABESQUE 

1.  Rococo |  2.  Woodland;  3.  Dancing  Butterflies; 

4.  Contessma. 

Teaching  pieces  whose  charms  induce  willing 
practice. 

B.  M.  Co.  Ed.  No.  47 

E.  MEYER-HELMUND,  Op.  135  1 

FOUR  NOCTURNES 

1.  In  a  Moonlit  Garden;  2.  Solitude;  3.  Dialogue; 

4.  Beneath  her  Window. 

This  opus  contains  the  popular  "Dialogue,”  and 
three  companion  pieces  of  equal  merit. 

B.  M.  Co.  Ed.  No.  316 

LUDVIG  SCHYTTfe 

TEN  EASY  TRANSCRIPTIONS 

1.  Spin,  Spin!;  2.  Reissiger — Fairy  Dance;  3.  Gade 
— Wedding  Waltz;  4.  Backer-Grondahl — Evening 
Calm;  5.  von  Weber — The  Last  Waltz;  6.  Schubert 
— German  Dances;  7.  Bull — Melody,  in  D; 

8.  Lindblad — Swedish  Song ;  9.  Oesten — Mountain 
Chimes;  10.  Home,  Sweet  Home. 

B.  M.  Co.  Ed.  No.  38 

RUSSIAN  COMPOSERS 

FIRST  ALBUM  OF  TWELVE  PIECES 

1.  Arensky — Fughetta;  2.  Cui — Prelude,  in  Al>; 

3.  Glazounow — Gavotte,  in  D;  4.  Gli&re — Mazprka; 

5.  Karganoff — Intermezzo;  6.  Kopy  low — Etude 
Joyeuse;  7.  Kvostchinsky — Berceuse;  8.  Maykapar 
— Italian  Serenade;  9.  Pantschenko — Capriccio; 

10.  Rachmaninoff — Romance;  11.  Rebikoff — Danse 
des  Clochettes;  12.  Wihtol — Slumber  Song. 

B.  M.  Co.  Ed.  No.  43  1 

NORTHERN  COMPOSERS 

ALBUM  OF  TEN  PIECES  I 

1.  Backer-Grondahl — Serenade;  2  Bull — Melody, 
in  D;  3.  Grieg — Norwegian  Folk-Song;  4.  Heise — 

Sy  the  Seashore;  5.  Henriques — In  Modem  Style;  1 

6.  Hoeberg — Linden  Blossoms;  7.  Kjerulf —  1 
Minuet;  8.  Palmgren — Finnish  Song;  9.  Sibelius —  1 
Romance;  10.  Sjogren — Erotikon,  No.  S. 

B.  M.  Co.  Ed.  No.  41 

FELIX  SWINSTEAD 

PLEASANT  PASTIME 

1.  Gdvot;  2.  Jack  Frost;  3.  A  Story;  4.  Waltz; 

5.  The  Night  Patrol;  6.  Happy  Song. 

An  unusual  set  of  striking  little  pieces. 

B.  M.  Co.  Ed.  No.  311c 

CLEMENS  SCHMALSTICH 
SUCCESS  AND  RECREATION 

1.  Tales  from  Arabian  Nights;  2.  Folk-Song 
Variations;  3.  Albumleaf;  4.  O’er  Hill  and  Dale; 

5.  The  Wandering  Minstrel. 

Music  of  an  excellent  type  and  pedagogic  value. 

B.  M.  Co.  Ed.  No.  8 

BENJAMIN  WHELPLEY,  Op.  11  1 

FIVE  CHARACTERISTIC  PIECES 

1.  Spring  Madrigal;  2.  The  Nightingale;  3.  Song 
of  the  Fountain;  4.  At  Evening;  5.  Dance  Ly 
Moonlight. 

Well  defined  in  musical  thought  and  refinement  of  1 

form. 

B.  M.  Co.  Ed.  No.  306 

EUGENE  WYATT 

SIX  PASTELS 

1.  Sunbeams- Waltz;  2.  White  Moon,  Bright  Moon 
(Romance);  3.  Here  we  Come  (March);  4.  Prayer 
of  the  Pilgrims;  5.  Martha  Washington  (Gavotte); 

6.  The  Trapeze  (Humoresque). 

An  array  of  delightful  and  most  refreshing  teaching 
pieces  of  marked  originality. 

B.  M.  Co.  Ed.  No.  308a/  d 

LUDVIG  SCHYTTE 

MAJOR  AND  MINOR 

4  Volumes 

Twenty-four  Little  Fantasies  and  Impromptus,  In 
all  keys,  and  in  progressive  order,  that  are  among  the 
best  Studies  of  this  popular  composer. 

B.  M.  Co.  Ed.  No.  318 

RUSSIAN  COMPOSERS  | 

SECOND  ALBUM  OF  TWEL  VE  PIECES 

1.  Arensky — Impromptu;  2.  Borodin — Au  Cou- 
vent  (At  the  Convent);  2.  Cui — Albumleaf ;  4.  Gla¬ 
zounow — Pirouette;  S.  Karganoff — Scherzino:  6. 
Kopylow — RSve  d’Enfant  (The  Dreaming  Child); 

7.  Moussorgsky — Une  Larme  (Meditation) ;  8. 
Rachmaninoff — M61odie,  in  E;  9.  Rimsky -Korsa¬ 
koff — Romance;  10.  Scriabine — Prelude;  11.  Tsche- 
repnin — Nostalgic;  12.  Wihtol — Berceuse. 

A  THE  BOSTON  MUSIC  COMPANY  A 
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Foundations  of  Sound  Piano-Technic 

EXPOSED  BY  MODERN  MASTER-PEDAGOGS 

Published  by  THE  BOSTON  MUSIC  COMPANY  Boston,  Mass. 

NEW  FUNDAMENTAL 

PIANO  METHOD 

Founded  on  the  Arm-Weight  Touch 

A  Thorough  Course  for  Beginners 

By 

ALBERT  LOCKE  NORRIS 

• 

Price,  n.  .75 

“Your  Fundamental  Method  covers  the  ground 
admirably.  Everything  is  presented  extremely  well  and 
there  is  not  a  word  too  much.  This  opinion  is  also 
voiced  by  the  piano  teachers  in  my  department.  What 
we  all  found  especially  satisfactory,  is  your  insistence 
upon  establishing  at  the  outset  the  right  finger  and 
arm  control.  We  regard  it  as  a  serious  mistake  to  delay 
relaxation  and  concentration  exercises  until  bad  habits 
have  been  formed.  You  have  very  satisfactorily  solved 
the  problem  of  combining  such  work  with  musical 
interest.” 

(Signed)  George  Coleman  Gow,  Vassar  College. 

-  ^  ^ 

motion  of  the  arm,  and  to  develop  greater  finger  extension.  The 
illustrated  “Practice  Card,’'  accompanying  the  triangle,  leaves  no 
doubt  as  to  the  proper  application,  and  contains  all  necessary 
instructions  that  will  enable  anybody  to  make  correct  and  intelli¬ 
gent  use  of  Prof.  Matthay’s  rules  and  principles. 

We  also  recommend  the  following  books  by  the  same  author: 

THE  CHILD’S  FIRST  STEPS 

IN  PIANO  PLAYING — On  the  Forearm-rotation  Principle  Price  n.  .60 
Since  1903  Mr.  Matthay  has  issued  several  works;  bat  prob¬ 
ably  none  more  interesting,  from  the  teacher’s  point  of  view,  than 
“The  Child’s  First  Steps.’’  (Musical  Times.) 

THE  FOREARM-ROTATION  PRINCIPLE 

IN  PIANO  PLAYING — Ita  Application  and  Mastery  Price  n.  .50 

The  book  offers  an  individual  contribution  to  the  question  of 
the  pianist’s  method,  and  illustrates  it  well  with  musical  exercises. 

B.  M.  CO. 

POPULAR  GRADED  COURSE 

FOR  THE  PIANO 

FOUNDED  ON  THE  WORK  OF 

A.  KtlCHENMEISTER 

By  Charles  Roepper 

Part  A:  ELEMENTARY  Part  B:  PROGRESSIVE 

Each  n.  60 

This  is  a  modified  and  revised  version  of  A.  Ktichen- 
meister’s  work,  which  has  enjoyed  such  large  popularity. 
The  fact  that  there  existed  no  English  translation  of  it, 
has  prompted  this  edition.  It  is  adapted  for  self- 
instruction  as  well  as  for  the  teacher’s  use,  who  will 
find  it  a  convenient  way  of  presenting  to  the  pupil  a  lot 
of  information  that  otherwise  would  have  to  be  dictated 
into  note  books,  or  would  have  to  be  looked  for  in 
manuals  on  elementary  theory. 

Due  regard  has  been  exercised  in  the  matter  of 
selecting  attractive  teaching  pieces  for  this  course,  and 
a  number  of  standard,  copyrighted  compositions  will 
be  found,  in  both  volumes,  that  heretofore  have  not 
been  offered  in  this  succinct  and  inexpensive  form. 

SCHYTTE’S  SCHOOL  OF 
MODERN  PIANO  PLAYING 

A  Collection  of  Progressive  Studies 

Introducing  Modern  Melody,  Harmony,  Rhythm  and  Style 

By  LUDVIG  SCHYTTfc 

Op.  174 

BOOK  I  BOOK  in 

First  Preliminary  Grade  Lower  Middle  Grade 

Price,  $1.00  JPrice,  $1.00 

BOOK  II  BOOK  IV 

Second  Preliminary  Grade  Middle  Grade 

Price,  $1.00  Price,  $1.25 

BOOK  V 

Higher  Middle  Grade 

Price,  $1.25 

The  great  Scandinavian  piano  pedagog  has  em¬ 
bodied  in  this  work  the  sum  and  substance  of  his  knowl¬ 
edge,  experience,  and  art.  With  rare  mastery  he  has 
evolved  a  complete  graded  course  that  leads  the  pupil 
from  the  earliest  beginnings  to  the  final  stages  of  piano 
technic.  The  high  musical  interest  of  these  studies 
places  them  far  above  other  works.  It  was  Schytt6’s 
aim  not  only  to  produce  brilliant  pianists,  but  also  good 
musicians — and  his  success  is  unquestionable. 

THE  B.  M.  CO.  PIANO  DIRECTORIES,  Nos.  1,  3, 4  &  14,  listing,  by  means  of  thematic  pages,  the  most  suc¬ 
cessful  and  attractive  teaching  pieces  in  all  grades  of  difficulty,  will  be  supplied  gratis  on  receipt  of  address. 
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SELECTED  LIST  OF  THE 

MOST  POPULAR  EASY  TEACHING  PIECES 

FOR  THE  PIANOFORTE 

ENDORSED  BY  NATION-WIDE  ADOPTION  AS  THE  MOST 
VALUABLE  AND  SUCCESSFUL  PEDAGOGIC  MATERIAL 

- 

- 

< 

■ 

GRADE  I 

Becker,  Ren6  L. 

Polka  Grade  use  .40 

Wood  Nymphs  ( Mazurka )  .40 

Valse  Rustique  .40 

Graziani- Walter,  Ch.  ' 

Conte  de  Fees  {Fairy-Tale)  .25 

Paysage  ( Landscape )  .25 

Petits  Soldats  ( Little  Soldiers)  .25 

Heller,  M.  P. 

Roundelay  .25 

Tyrolian  Song  .25 

Kttchenmeister-Roepper 

B.M.  Co.  Popular  Graded  Course,  Pt.  1  n.  .60 
Maxim,  Florence 

Christmas  .40 

Fourth  of  July  .30 

Grandfather's  Clock  .25 

Thanksgiving  .30 

The  New  Year  .30 

Smith,  Hannah 

Criss-cross  .25 

Rock-a-bye  Soag  .25 

The  Brooklet  .25 

Vacation  March  .25 

GRADE  MI 

Adami,  Carlo 

Autumn  Leaves  Waltz  .40 

Bluette,  in  D  .40 

Geibel,  Adam 

The  Bee  and  the  Clover  .30 

Dance  of  the  Elves  .30 

Hark,  Hark,  the  Lark  .30 

Rustling  Leaves  .30 

What  the  Brook  said  .30 

Krogmann,  C.  W. 

Columbine  ( Schsrsino )  .30 

Evening  Star  (Walls)  .40 

Flower  Dance  ( Mazurka )  .30 

Graciosa  (Walts)  .25 

Iona  (  Waits)  .25 

Promise  of  Spring  (Valse  prtntaniere )  .40 

Queen  of  Night  (Song  without  words )  .30 

Song  of  the  Waves  .25 

The  Brave  Little  Warrior  (March)  .40 

The  Merrv  Sprites  (Polka)  .30 

The  Musical  Top  (Walts)  .30 

Valentina  (Walts)  .30 

Maxim,  Florence 

Bob-White  .40 

Cinderella’s  Walt*  ,40 

-  The  Cuckoo  in  my  Clock  .40 

Sunday  Morning  .40 

Sauerbrey,  E. 

Song  of  the  Reapers  .25 

Thom6,  F. 

Walt*  Melody  JO 

GRADE  II 

Bartlett,  Gertrude 

Kirmess  Day  .25 

The  Windmill  J5 

Wooden  Shoes  .25 

Gramm,  H.  L.  ^ 

Dot  the  Note  (Dotted  Notes)  .30 

The  Hopper-toad  (Staccato)  .30 

Just  being  happy  (Triplet)  .30 

Sparrows*  Twitter  (Trill)  .30 

GRADE  ll^-Continued 

Delbriick,  G. 

Fairy  Princess  .35 

Lullaby  .35 

Rocking-horse  .35 

Eilenberg,  R. 

The  Snowman  .30 

With  Drums  and  Colors  .30 

Geibel,  Adam 

Castanet  Dance  (Tempo  di  Bolero)  .40 

Joys  of  Youth  (March)  .40 

Sweet  Meditation  ( Andante )  .30 

Gregh,  Louis 

Cadets’  March  .35 

Gavotte  Mignonne  .35 

The  Angelus  .25 

Harker,  F.  Flaxington 

In  the  Spring  .30 

The  Old  Mill  Wheel  .30 

The  Woodpecker  .30 

Heller,  M.  P. 

Hussars'  Parade  .50 

Tin  Soldiers’  Patrol  .25 

Twilight  Calm  .50 

Ktichenmeister-Roepper 

B.M.  Co.  Popular  Graded  Course,  Pt.  1 1  n.  *60 
Nlirnberg,  Hermann 

Little  Walt*  .30 

Rummel,  J. 

Students'  March,  in  C  .30 

Smith,  Hannah 

The  Summer  Sea  .50 

Thom6,  F. 

Danse  Alsacienne  (Alsatian  Dance)  .30 

Van  Gael,  Henri 

Voice  of  the  Heart  .50 

Wyatt,  Eugene 

Martha  Washington  ( Gavotte )  .30 

Sunbeams  (Waite)  .25 

White  Moon,  bright  Moon  (Romance)  .30 

Zilcher,  P. 

Melody,  in  G  .30 

GRADE  II-III 

Bach,  J.  S.  > 

The  Clavecin  Book  for  Anna  Magdalena 

Bach  n.  .60 

B.M. Co.  Classical  Album  for  Beginners 
Twenty  Easy  and  Original  Pieces  by  Old 
Masters  ,  _ ,,  n.  .60 

Fbrster,  Alban 

Walt*,  in  G  .40 

Glnschals,  Carl 

In  the  Twilight  (Melody)  .40 

Gli&re,  R. 

Mazurka,  in  G  min.  .30 

Grazianl-Walter,  Ch. 

Charmeuse  (The  Charmer )  .40 

Harris,  H.  W. 

Bal  Costume  .40 

Fairies’  Dance  .40 

Helm,  Heinrich 

By  the  River  .30 

Twilight  .30 

Hemann,  Carl 

Snowflakes  .50 

Marschal-Loepke,  G. 

A  Wildrose  ?  f '  .30 

Coquetting  Meadow-lark  .30 

Frog’s  Jubilee  f  .40 

GRADE  II-III — Continued 

Marschal-Loepke,  G. 

Good-Night  ,30 

In  Land  o’ Nod  .30 

June  Morning  .30 

Let’s  Wander  .30 

Moter,  Carl 

In  Merry  Mood  .40 

In  the  Country  .30 

Nevin,  E. 

The  Rosary(Arr.byG.Marschal-Lcepke)  n.  .40 
Ornstein,  L. 

March  .50 

Merry-making  .30 

Serenade  .30 

Parlow,  Edmund 

Berceuse  .30 

March  of  the  Gnomes  .30 

Shuttle-Cock  .30 

Reinhold,  Hugo 

Bacchanal  .50 

Rogers,  James  H. 

At  the  Mill  .40 

Homeward  Bound  .40 

Scharwenka,  X. 

Barcarolle  .20 

March  .25 

Schmalstich,  C. 

Jumping  Jack  .40 

Ring-around-a-Rosey  .30 

The  Story  Book  .30 

Schyttfe,  L. 

Bay  of  Naples  .40 

Twilight  in  the  Valley  .40 

Winter  Day  .40  - 

Seeboeck,  W.  C.  E. 

Butterfly  Chase  .40 

The  Grasshopper  .30 

The  Little  Chickens  .40 

Valse  Petite  .50 

Shackley,  F.  N. 

Song  of  the  Brook  .50 

Swinstead,  Felix 

Happy  Song  .30 

Jack  Frost  .30 

The  Night  Patrol  .30 

[Early  ]  GRADE  III 

Bonnamy,  Emile 

Staccato  Study  .50 

Clough-Leighter,  H. 

Pensive  Monody  (Cantilena)  .30 

Hemann,  Carl 

The  Spinning  Wheel  ,50 

Leipold,  B. 

Evensong  ,25 

NSlck,  A. 

Rococo  .40 

Schmalstich,  C. 

Albumleaf  .40 

Playtime  .40 

’Rithmetic  .40 

Tales  from  Arabian  Nights  .30 

Wandering  Minstrel  .40 

Seeboeck,  W.  C.  E. 

Le  Dauphin  (Gavotte  melodique)  .50 

Sevgrac,  Deodat  de 

With  powdered  Wig  and  Hoop-skirt  v  .50 
Whelpley,  Benjamin 

At  Evening  ^  .50 

Spring  Madrigal  .50 

PUBLISHED  BY 
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A  GRADED  COURSE 

EACH  GRADE  DIVIDED  INTO 
THEORETICAL  &  TECHNICAL  SECTIONS 


BASED  ON,  AND  TO  BE  USED  IN  CONJUNCTION  WITH 

THE  NORRIS  FUNDAMENTAL  PIANO  METHOD 


GRADE  I 


GRADE  II 
Each  Grade,  n.  75. 


GRADE  III 
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THE  NORRIS  SYLLABUS 

OF 

PIANO  STUDIES 


A  GRADED  COURSE 

EACH  GRADE  DIVIDED  INTO 
THEORETICAL  &  TECHNICAL  SECTIONS 

By 

Albert  Locke  Norris 

BASED  ON,  AND  TO  BE  USED  IN  CONJUNCTION  WITH 

THE  NORRIS  FUNDAMENTAL  PIANO  METHOD 


GRADE  I  GRADE  II  GRADE  III 


Each  Grade  n.  .75 

Boston,  Massachusetts 

THE  BOSTON  MUSIC  COMPANY 

New  York  :  G  Schinner,  Inc.  —  London  :  Winthrop  Rogers,  Inc 

Sydney  :  W.  H.  Paling  &  Co.,  Ltd. 

Copyright,  1917,  by  The  Boston  Music  Company 
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SECTION  A 


Triad  Chords  of  the  Harmonic  Minor  Scales 


The  scale  degrees  of  the  Major  were  explained  in  Grade  II,  Section  A. 

The  scale  degrees  of  the  Minor  are  named  the  same  as  the  Major.  The  first  scale  degree  is  named, 
the  Tonic;  the  fourth,  the  Subdominant;  the  fifth,  the  Dominant. 

Triads  constructed  on  these  degrees  are  called  the  principal  triads  (or  chords)  of  the  scale.  Triads 
constructed  on  the  other  degrees— second,  third,  sixth  and  seventh — are  called  secondary  or  subordinate 
triads,  in  both  major  and  minor. 

Triads  constructed  on  all  the  fixed  degrees  of  the  minor  scale  (in  anykey)  are  of  four  kinds,  namely: 
Minor:  ITV;  Major  V-YI;  Diminished:  II°-VII°;  Augrnented  III*  (The  augmented  chord  is  found  only 
in  the  minor  scale,  and  upon  the  third  degree.) 

■  m  g  #  g 


$ 


§ 


11° 


IIP 


IV 


VI 


VII° 


Give  the  specific  names  of  the  followings  chords. 
Examine  the  Key  first. 


8=% 


Mark  beneath  them  correct  Roman  numerals. 


Write  the  chords  of  I,  IV,  V  and  I  in  the  following-  keys,  and  in  their  fundamental  position — the 
Root  as  lowest  tone. 


1 

n£ 

L 

1 

"(?)  - - ■■■ 

- — — - 

LLf - 1 

rj - , 

1 

1 

rJ 

V - 1 

- LI 

8 

! 

4r 

. 

*7 

tJ 

Write  the  I,  IV  and  V  in  their  three  positions  (two  inversions)  in  the  following-  keys: 


A  Tonic  I  Subdominant  IV  Dominant  V 

c 

s 

4 

> - - - - - - - - - 

L\1 

I 

1 

- 1 

1 

1-  . . =EE=i 
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EMBELLISHMENTS 
The  Double  Appoggiatura 

All  “grace-notes”  take  their  value,  from  and  are  played  within,  the  time  value  of  th principal  note-. 
The  Double  Appog-g-iatura  is  executed  like  the  Mordent. 

The  Double,  like  the  Single  Appog-glatura,  precede  and  are  connected  to  their  principal  note  (the  note  from 
which  they  borrow  their  time  value)  by  a  short  curved  line. 

The  Appog'glatura  may  be  at  any  interval  from  the  principal  note  above  or  below. 


Con  moto 

Played 


Con  moto  LEBERT  and  STARK 


EMBELLISHMENTS  AFTER  THE  NOTE 

In  embellishments  after  the  note,  the  short  curved  line  indicates  that  th z  principal  note  precedes  the 
“grace-notes”  The  time  value  is  therefore  borrowed  from  that  note.  Grace -notes  that  follow  their  principal 
note  are  called  Unaccented  “graces’.1 


Andante 


Another  Form  of  Embellishment  upon  the  Note 

In  this  embellishment  the  short  curved  line  indicates  that  the  “grace-notes”  precede  the  principal  note, 
and  should  be  treated  like  the  single  and  double  appog-g-iatura. 


Andante 


Andante 

Played 


LEBERT  and  STARK 
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The  Tremolo 

When  notes  are  written  as  in  the  following-  examples,  the  tremolo  is  indicated.  It  is  executed  by  a  rap¬ 
id  alternation  of  the  upper  and  lower  tones,  fore-arm  rotation  being-  used. 


The  Trill 


A  trill  is  the  even  and  rapid  alternation  of  two  tones  a  major  or  minor  semi-tone  apart. 

Trills  may  be  divided  into  two  classes:  the  Classical  and  the  Modern. 

The  Classical  trill  dates  up  to  the  time  of  Chopin5  the  Modern  trill,  later. 

The  difference  between  them  is  the  relative  position  of  the  notes  of  the  trill -beat. 

Classical  Trill 

The  first  note  of  the  Classical  Trill  beat  is  the  auxiliary  note.  The  auxiliary  tone  is  the  next  diatonic 
degree  above  the  principal. 

The  Classical  trill  may  begin  with  the  principal  note  by  prefixing  that  note  to  the  trill,  playing  the  first 
three  notes  as  a  triplet. 


Modern  Trill 

In  the  Modern  trill  the  first  note  of  the  trill-beat  is  the  principal  note,  unless  it  is  preceded  by  an  intro¬ 
ductory  note.  A  short  trill  usually  consists  of  a  turn  of  five  notes.  Long  trills  should  always  be  played  rhyth¬ 
mically,  in  divisions  of  three,  four,  six  or  eight  notes  to  a  beat. 


After -beats  and  Fore -beats 

The  small  notes  at  the  end  of  a  trill  which  bring  it  to  a  close,  are  called  After- beats.  In  the  Modern  trill 
the  After-beat  is  always  written  out.  Single  and  double  After-beats  usually  take  the  place  of  the  last  trill-beat. 
The  Single  After-beat  has  only  one  tone;  the  Double  After-beat  has  two-tones. 

Notes  inserted  at  the  beginningofthe  trill  are  called  Fore-beats. 


Questions 

1.  How  is  the  Double  Appoggiatura  executed? 

2.  How  can  you  tell  whether  the  principal  note  is  before  or  after  an  Embellishment? 

3.  What  are  grace -notes  that  follow  their  principal  note  called? 

4.  How  is  the  Tremolo  indicated  and  played? 

5.  What  is  a  Trill?  How  many  classes  are  trills  divided  into  ? 

6.  To  what  period  does  the  Classical  trill  date?  From  what  period  does  the  Modern  trill  date?  What  is  the 
difference  between  the  two? 

7.  Explain  the  Classical  trill?  The  Modern  trill? 

8.  What  are  After-beats  and  Fore-beats? 
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ANALYSIS 


The  Motive,  Phrase,  Section,  Period 

It  would  be  outside  the  province  of  this  work  to  gx>  too  deeply  into  the  discussion  of  the  motive, 
phrase,  section,  and  period,  yet  the  explanations  and  illustrations  that  follow,  may  incite  some  pupil 
to  a  further  investigation  of  the  subject,  leading-  him  to  a  realization  of  the  importance  of  seriously 
studying-  Musical  Form. 

The  motive  and  phrase  were  explained  and  illustrated  in  the  Norris  Fundamental  Method.  The  pupil 
should,  at  this  time,  review  the  same. 

A  phrase  may  consist  of  a  motive  twice  repeated,  or  be  composed  of  two  different  motives.  The 
first  form  will  be  somewhat  thematic  in  character;  the  second  will  be  more  lyric. 

Phrases  may  be  divided  into  two  classes:  reg-ular  and  irreg-ular.  A  reg-ular  phrase  may  consist 
of  two,  four,  and  even  eigfit  measures.  Phrases  of  three,  five  or  six  measures,  are  irreg-ular. 

In  analyzing-  a  piece,  the  pupil  should  remember:  that  first  comes  the  Motive,  which  is  the  smallest 
division  of  a  musical  composition;  then  from  two  motives,  the  Phrase;  and  from  two  phrases, the  Section-, 
and  from  two  sections, the  Simple  Period.  A  period  corresponds  to  a  complete  sentence  in  written 
lang-uag-e.  Motives,  phrases,  and  periods,  are  subject  to  variation  according-  to  the  desire  and  in¬ 
ventive  g-enius  of  the  composer. 

First:  Point  out  the  motive,  phrase,  section  and  period  in  the  following-  examples.  Second:  Point 
out  the  measures  that  are  rhythmically  alike.  Third:  Point  out  the  measures  that  are  melodically 
alike  but  harmonically  different. 


ROBERT  SCHUMANN 
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Accent  and  Punctuation 

Punctuation  is  as  important  in  music  as  in  written  language,  to  divide  motives, phrases,  sections  and  pe¬ 
riods,  making-  them  musically  intelligible  to  the  ear. 

The  pupil  must  learn  to  discriminate  between  the  metrical  accent,  which  falls  on  certain  beats  of  each 
measure,  and  phrase  accents,  which  fall  on  certain  notes  of  a  phrase.  The  phrase  accent  always  has  prece¬ 
dence  over  the  metrical  accent.  A  long  note  usually  has  more  emphasis  than  a  short  note-,  a  syncopated  note 
receives  the  accent  whether  it  be  on  the  weak  beat  or  tied  over  from  the  weak  to  the  strong  beat.  Exceptions 
to  this  rule  may  occur. 

Punctuation  may  be  made  by  a  slight  lifting  of  the  hand  from  the  keys5  releasing  of  a  key5  or  by  the 
way  in  which  the  fingers  bring  out  the  important  notes. 


LUDWIG  van  BEETHOVEN.  Op.  2,  No.  1 


Phrase 


Non  allegro  ROBERT  SCHUMANN 


^  ^  I  ^ - - -^Phrase _  5  _  ; 

5  ^ _ _  9  Phrase  |:|  ^ 
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•  • 

Sequence 

When  the  same  figure  or  motive  recurs  several  times  in  succession,  it  is  called  a  Sequence.  The  figure 
does  not  necessarilly  need  to  be  repeated  on  the  same  degrees,  but  may  be  repeated  on  degrees  higher  or  lower. 


JEAN  BAPTISTE  CRAMER 
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BROKEN  CHORD  STUDY 

The  following-  rhythmical  forms  of  the  broken- chord,  should  be  practised  in  all  the  major  or  minor  keys, 
and  intirely  throug-h  Grade  III.  Practice  each  hand  alone,  then  both  together.  Always  remember  that  the 
fourth  fing-er  of  the  rig-ht-hand  is  used  in  the  second  and  third  positions;  and  that  the  fourth  fing-er  of  the 
left-hand  is  used  in  the  first  and  second  position. 


a:  Lento  f 
b:  Mo  derat  o  mf 
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Allegro 


GRADE  III 

Section  B 
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BEETHOVEN- LENZ 
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(From  Sonata,  Op.  27,  No.  2) 

Allegretto 
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CORNELIUS  GURLITT 
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Moderato  (J.=  120) 
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JOSEPH  CONCONE 
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a:  Moderato 
b :  Allegretto 
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Moderate*  ed  espressivo 


MUZIO  CLEMENTI 
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Allegro 
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Allegro  scherzando 
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Allegro  risoluto 
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Allegro  moderato  ALBERT  LOSCHHORN 
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Molto  vivace(  J  =  i92) 
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a:  Moderato 
b:  Allegretto 
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Allegretto  con  moto  (J.=io4) 
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Foundations  of  Sound  Piano-Technic 

EXPOSED  BY  MODERN  MASTER-PEDAGOGS 

Published  by  THE  BOSTON  MUSIC  COMPANY  Boston,  Mass. 

NEW  FUNDAMENTAL 

PIANO  METHOD 

Founded  on  the  Arm-Weight  Touch 

A  Thorough  Course  for  Beginners 

By 

ALBERT  LOCKE  NORRIS 

Price,  n.  .75 

“Your  Fundamental  Method  covers  the  ground 
admirably.  Everything  is  presented  extremely  well  and 
there  is  not  a  word  too  much.  This  opinion  is  also 
voiced  by  the  piano  teachers  in  my  department.  What 
we  all  found  especially  satisfactory,  is  your  insistence 
upon  establishing  at  the  outset  the  right  finger  and 
arm  control.  We  regard  it  as  a  serious  mistake  to  delay 
relaxation  and  concentration  exercises  until  bad  habits 
have  been  formed.  You  have  very  satisfactorily  solved 
the  problem  of  combining  such  work  with  musical 
interest.” 

(Signed)  George  Coleman  Gow,  Vassar  College. 

HsHT  A  Device  for  the  Development 

‘OlsSSiaBlg  of  Forearm-rotation,  for 
aBMBI  Finger-extension  and 

1  Finger-freeing,  by 

■Ljt the  pianists  a  tool  where- 

with  to  perfect  the  rotative 
motion  of  the  arm,  and  to  develop  greater  finger  extension.  The 
illustrated  “Practice  Card,”  accompanying  the  triangle,  leaves  no 
doubt  as  to  the  proper  application,  ana  contains  all  necessary 
instructions  that  will  enable  anybody  to  make  correct  and  intelli¬ 
gent  use  of  Prof.  Matthay’s  rules  and  principles. 

We  also  recommend  the  following  books  by  the  same  author: 

THE  CHILD’S  FIRST  STEPS 

IN  PIANO  PLAYING — On  the  Forearm-rotation  Principle  Price  n.  .60 

Since  1903  Mr.  Matthay  has  issued  several  works;  but  prob¬ 
ably  none  more  interesting,  from  the  teacher’s  point  of  view,  than 
“The  Child’s  First  Steps.”  (Musical  Times.) 

THE  FOREARM-ROTATION  PRINCIPLE 

IN  PIANO  PLAYING — Its  Application  and  Mastery  Price  n.  .50 

The  book  offers  an  individual  contribution  to  the  question  of 
the  pianist’s  method,  and  illustrates  it  well  with  musical  exercises. 

B.  M.  CO. 

POPULAR  GRADED  COURSE 

FOR  THE  PIANO 

FOUNDED  ON  THE  WORK  OF 

A.  kUchenmeister 

By  Charles  Roepper 

Part  A:  ELEMENTARY  Part  Bi  PROGRESSIVE 

Each  n.  60 

This  is  a  modified  and  revised  version  of  A.  Kiichen- 
meister’s  work,  which  has  enjoyed  such  large  popularity. 
The  fact  that  there  existed  no  English  translation  of  it, 
has  prompted  this  edition.  It  is  adapted  for  self- 
instruction  as  well  as  for  the  teacher’s  use,  who  will 
find  it  a  convenient  way  of  presenting  to  the  pupil  a  lot 
of  information  that  otherwise  would  have  to  be  dictated 
into  note  books,  or  would  have  to  be  looked  for  in 
manuals  on  elementary  theory. 

Due  regard  has  been  exercised  in  the  matter  of 
selecting  attractive  teaching  pieces  for  this  course,  and 
a  number  of  standard,  copyrighted  compositions  will 
be  found,  in  both  volumes,  that  heretofore  have  not 
been  offered  in  this  succinct  and  inexpensive  form. 

SCHYTTE’S  SCHOOL  OF 
MODERN  PIANO  PLAYING 

A  Collection  of  Progressive  Studies 

Introducing  Modern  Melody,  Harmony,  Rhythm  and  Style 

By  LUDVIG  SCHYTTfi 

Op.  174 

BOOK  I  BOOK  III 

First  Preliminary  Grada  Lower  Middle  Grad* 

Price,  $1.00  Price,  $1.00 

BOOK  II  BOOK  IV 

Second  Preliminary  Grade  Middle  Grade 

Price,  $1.00  Price,  $1.25 

BOOK  V 

Higher  Middle  Grade 

Price,  $1.25 

The  great  Scandinavian  piano  pedagog  has  em¬ 
bodied  in  this  work  the  sum  and  substance  of  his  knowl¬ 
edge,  experience,  and  art.  With  rare  mastery  he  has 
evolved  a  complete  graded  course  that  leads  the  pupil 
from  the  earliest  beginnings  to  the  final  stages  of  piano 
technic.  The  high  musical  interest  of  these  studies 
places  them  far  above  other  works.  It  was  Schytt6’s 
aim  not  only  to  produce  brilliant  pianists,  but  also  good 
musicians — and  his  success  is  unquestionable. 

THE  B.  M.  CO.  PIANO  DIRECTORIES,  Nos.  1,  3,  4  &  14,  listing,  by  means  of  thematic  pages,  the  most  suc¬ 
cessful  and  attractive  teaching  pieces  in  all  grades  of  difficulty,  will  be  supplied  gratis  on  receipt  of  address. 

A  THE  BOSTON  MUSIC  COMPANY  A 

26  &  28  West  Street  .  Boston.  Mass. 

SELECTED  LIST  OF  THE 

MOST  POPULAR  EASY  TEACHING  PIECES 

FOR  THE  PIANOFORTE 

ENDORSED  BY  NATION-WIDE  ADOPTION  AS  THE  MOST 
VALUABLE  AND  SUCCESSFUL  PEDAGOGIC  MATERIAL 


GRADE  I 


Becker,  Ren6  L. 

Polka  Gracieuse 
Wood  Nymphs  {Mazurka) 

Valse  Rustique 
Graziani-Walter,  Ch. 

Conte  de  F6es  (Fairy-Tale) 

Paysage  {Landscape) 

Petits  Soldats  {Little  Soldiers) 

Heller,  M.  P. 

_  Roundelay 
Tyrolian  Song 
Kiichenmeister-Roepper 

B.M.  Co.  Popular  Graded  Course,  Pt.l  n. 
Maxim,  Florence 
Christmas 
Fourth  of  July 
Grandfather’s  Clock 
Thanksgiving 
The  New  Year 
Smith,  Hannah 
Criss-cross 
Rock-a-bye  Song 
The  Brooklet 
Vacation  March 


GRADE  I-II 


Adaml,  Carlo 

Autumn  Leaves  Walta 
Bluette,  in  D 
Geibel,  Adam 
The  Bee  and  the  Clover 
Dance  of  the  Elves 
Hark,  Hark,  the  Lark 
Rustling  Leaves 
What  the  Brook  said 
Krogmann,  C.  W. 

Columbine  {Scherzino) 

Evening  Star  {Waltz) 

Flower  Dance  {Mazurka) 

Graciosa  {Waltz) 

Iona  {Waltz) 

Promise  of  Spring  {Valse  prtntaniere) 
Queen  of  Night  {Song  without  words) 
Song  of  the  Waves 
The  Brave  Little  Warrior  {March) 
The  Merry  Sprites  {Polka) 

The  Musical  Top  {Waltz) 

Valentina  {Waltz) 

Maxim,  Florence 
Bob-White 
Cinderella’s  Waltz 
The  Cuckoo  in  my  Clock 
Sunday  Morning 
Sauerbrey,  E. 

Song  of  the  Reapers 
Thom6,  F. 

Waltz  Melody 


GRADE  II 


Bartlett,  Gertrude 

Kirmess  Day 
The  Windmill 
Wooden  Shoes 

Gramm,  H.  L. 

Dot  the  Note  {Dotted  Notes) 
The  Hopper-toad  {Staccato) 
Just  being  happy  {Triplet) 
Sparrows’  Twitter  {Trill) 
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GRADE  II — Continued 


Delbriick,  G. 

Fairy  Princess 
Lullaby 
Rocking-horse 
Eilenberg,  R. 

The  Snowman 
With  Drums  and  Colors 
Geibel,  Adam 

Castanet  Dance  {Tempo  di  Bolero) 

Joys  of  Youth  {March) 

Sweet  Meditation  {Andante) 

Gregh,  Louis 
Cadets’  March 
Gavotte  Mignonne 
The  Angelus 
Harker,  F.  Flaxington 
In  the  Spring 
The  Old  Mill  Wheel 
The  Woodpecker 
Heller,  M.  P. 

Hussars’  Parade 
Tin  Soldiers’  Patrol 
Twilight  Calm 
Kiichenmeister-Roepper 

B.  M .  Co.  Popular  Graded  Course,  Pt.  II  n. 
Niirnberg,  Hermann 
Little  Waltz 
Rummel,  J. 

Students’  March,  in  C 
Smith,  Hannah 
The  Summer  Sea 
Thome,  F. 

Danse  Alsacienne  {Alsatian  Dance ) 

Van  Gael,  Henri 
Voice  of  the  Heart 
Wyatt,  Eugene 
Martha  Washington  {Gavotte) 

Sunbeams  ( Waltz) 

White  Moon,  bright  Moon  {Romance) 
Zilcher,  P.  ';,®v 
Melody,  in  G 


GRADE  II-III 
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Bach,  J.  S. 

The  Clavecin  Book  for  Anna  Magdalena 
Bach  n. 

B.M.Co.  Classical  Album  for  Beginners 
Twenty  Easy  and  Original  Pieces  by  Old 
Masters  n. 

Forster,  Alban 
Waltz,  in  G 
Ganschals,  Carl 
In  the  Twilight  {Melody) 

Gli&re,  R.  . 

Mazurka,  in  G  min. 

Graziani-Walter,  Ch. 

Charmeuse  {The  Charmer) 

Harris,  H.  W. 

Bal  Costumd 
Fairies’  Dance 
Helm,  Heinrich 
By  the  River 
Twilight 
Hemann,  Carl 
Snowflakes  o  ■: 

Marschal-Loepke,  G. 

A  Wildrose 

Coquetting  Meadow-lark 
Frog’s  Jubilee 


.60 
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.30 

.30 
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.30 
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GRADE  11-111— Continued 


Marschal-Loepke,  G. 

Good-Night 
In  Land  o' Nod 
June  Morning 
Let’s  Wander 
Moter,  Carl 
In  Merry  Mood 
In  the  Country 
Nevin,  E 

The  Rosary(Arr.byG.  Marschal-Loepke)  n. 
Ornstein,  L.  o 
March 

Merry-making 

Serenade 

Parlow,  Edmund 

Berceuse 

March  of  the  Gnomes 
Shuttle-Cock 
Reinhold,  Hugo 
Bacchanal 
Rogers,  James  H. 


Schmalstich,  C. 
Jumping  Jack 
Ring-around-a-Rosey 
The  Story  Book 
Schytt6,  L. 

Bay  of  Naples 
.  Twilight  in  the  Valley 
Winter  Day 
Seeboeck,  W.  C.  E. 
Butterfly  Chase 
The  Grasshopper 
The  Little  Chickens 
Valse  Petite 
Shackley,  F.  N. 

Song  of  the  Brook 
Swinstead,  Felix 
Happy  Song 
Jack  Frost 
The  Night  Patrol 


[Early  ]  GRADE  III 


Bonnamy,  Emile 
Staccato  Study 
Clough-Leighter,  H. 

Pensive  Monody  {Cantilena) 
Hemann,  Carl 
The  Spinning  Wheel 
Leipold,  B. 

Evensong 
Nolck,  A. 

Rococo 

Schmalstich,  C. 

Albumleaf 

Playtime 

’Rithmetic 

Tales  from  Arabian  Nights 
Wandering  Minstrel 
Seeboeck,  W.  C.  E. 

Le  Dauphin  {Gavotte  milodique) 
Severac,  Deodat  de 
With  powdered  Wig  and  Hoop-skirt 
Whelpley,  Benjamin 
At  Evening 
Spring  Madrigal 


.30 

.30 

.30 

.30 


.40 

.30 


.40 
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At  the  Mill 

.40 

Homeward  Bound 

.40 

Scharwenka,  X. 

Barcarolle 
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